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Abstract 
This study explores art as a transformative learning process at mid-life.  As adults 
individuate as they develop into middle age and move towards integration, they may 
experience transformative learning, a process that can lead to a much broader and deeper 
life view.  Most studies have viewed transformative learning as a process that occurs 
through critical reflection, (Mezirow, 1991, 2000), possible disorienting dilemmas, 
(Mezirow, 1991, 2000, and Daloz, 2000), influence of personality type (Cranton, 1994), 
soulfulness (Dirkx), and other means of awareness.  While researchers acknowledge the 
possibilities of experiencing transformative learning through the arts, a review of the 
empirical literature reveals a dearth of studies in this area.  This qualitative research study 
uses the art and science of portraiture, a phenomenologically based method that brings art 
and science together, through the development of a co-created narrative portrait of the 
research participants.  McConeghey (2003) speaks of how it is that we make art with 
Psyche’s help, thus creating a soulful experience.  Art can lead us to and through 
transformative learning.  The intent of this research is to come into a deeper 
understanding of the role that the arts can play in transformative learning at mid-life.  The 
research approach selected to discover this understanding was “portraiture”, an approach 
that combines empiricism and aesthetics.  In this method, the researcher acts as an artist 
who paints word portraits, and interprets and analyzes these portraits for emergent themes 
that will help to illuminate essential elements of the research topics and questions.  
Results from the research indicate that the three participants seemed to have experienced 
transformative learning during mid-life.  Many of their experiences were similar while 
some unique to the individual.  Data collected included field notes, transcribed 




   
audio/video recordings, interviews, follow-up email dialogue, telephone conversations, 
art works and written reflections from the participants and the research author of the 
study.  The electronic version of the dissertation is accessible at the Ohiolink ETD center:  
http://www.ohiolink.edu/etd/ 
This document contains embedded graphic files (jpg). 
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“Allow your soul to join the massive mythic artery which carries us to the essence of life 
and the human spirit, connecting us to all of life, before and after, around and in us, from 
the first moment of creation through all the transformations of time and space”  
Carolyn Kenny ([1982] 1996, p. xiii). 




   






Figure 1.01   Art and Transformation as a Bridge 
“Art appeals universally to us all and has the capacity to bridge cultural differences.”  
Randee Lipson Lawrence, 2005 
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Chapter One 
“Transformation is seen to be a fundamental change in personality that resolves a 
personal dilemma and expands consciousness.”  Patricia Cranton, 2007 
Introduction 
Since my introduction to transformative learning theory I have seen the results of 
transformation through the lens of many of the people whom I teach, or with whom I 
know.  Unlike task or skill learning, transformative learning is about deep, lasting 
change.  
A caution needs to be made to distinguish transformative learning from a 
temporary change or temporary transformation that lasts only for a short while.  
Transformative learning is a change in how we view the world that is usually quite 
permanent, providing us with a new or revised way of understanding. 
Transformative learning occurs when, through critical self-reflection, an 
individual revises old or develops new assumptions, beliefs, or ways of seeing the 
world.  The interest here is in the process of critical self-reflection; the potential 
learning and development that can occur through this process, and the strategies 
by which an educator can stimulate and support transformative learning.  
(Cranton, 1994, p. 4) 
 
Transformative learning permanently affects our way of seeing the world, either 
reifying what we know or challenging our belief system, after sometimes experiencing a 
disorienting dilemma, reflection, or some other insightful means of opening ourselves to 
questioning our past beliefs, and how we came to believe what we believe.  This process 
usually results in our reevaluating and often changing our past frames of reference.  
According to most of the literature, “reifying what we know” is not transformative—it 
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only becomes transformative when we actually revise our frame of reference and act in 
some way on that revision.  Our psychological predispositions also may transform us. 
Through working in higher education with middle-aged adults over the last fifteen 
years, I have deepened my interest in how they transform through learning, and make 
new meaning of their lives.  I have witnessed and participated with adults making 
profound changes in their lives, both in formal educational settings and through lived 
experience.  Transformation is not always intentional; it may occur through a number of 
events or experiences.  
As an artist, I am also drawn to understanding art as a transformative process, 
especially in the context of creativity as a way of helping middle-aged adults work 
through transitional periods of their lives.  Through my studies of the arts as 
transformative agents I have seen their value to many other human beings.  Painting, 
drawing, sculpture, pottery, music, in its wide and multifaceted forms, dance, theater, 
poetry, creative writing, storytelling and photography are just a few of the ways that we 
make sense of our world—both inner and outer.  These may all serve as portals to 
transformation, especially through a phenomenological framework, as in this study, 
through the art and science of portraiture.  In this study a phenomenological framework is 
used since from Plato through Gadamer phenomenology is about the observed, the seen, 
the natural.  On art, “What we experience in a work of art and what invites our attention 
is how true it is –i.e., to what extent one knows and recognizes something and oneself” 
(Gadamer, 2004, p. 113). 
This dissertation is about bringing three areas – adult development theory, 
transformative learning theory, and, art   – together and discovering through narrative and 
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description of how some middle-aged adults may experience transformative learning 
through the arts, in one of their myriad forms. 
Three participants share their story in how art has influenced their lives.  The 
participants in the study all engaged with art as a serious venue in their middle lives.  
They share their stories.    
My Own Journey at Mid-Life into the Labyrinth of Change 
 
 As a middle-aged person who returned to school at 51 years of age to pursue a 
doctorate, I was motivated to make a major mid-life career change, desiring to move from 
a business and management career that spanned 33 years to a full-time teaching and part-
time consulting role.  In 1991, I taught my first adjunct college course, and after a few 
classes, realized that I had found my passion in teaching and helping other adults grow.  I 
so enjoyed teaching that I immediately applied for many full-time faculty positions at 
local colleges and universities.  While my enthusiasm ran high, I never received an 
interview.  Finally, a full-time, tenured professor called me aside and explained that both 
colleges and universities usually expect a doctorate degree for full-time work.  I was 
disappointed, thinking in my naivety that schools would welcome my practitioner 
experience and two master’s degrees.  Having an interest in organizational development, 
since it interwove my interest and undergraduate degree in psychology, with my business 
experience in organizational development, I reviewed many doctoral programs before 
applying to Antioch University, in 2001, for their new Ph.D. in Leadership and Change 
program.  
 During this time, I worked with many other middle-aged adults, counseling them 
on careers and mid-life choice.  I developed a deep interest in the phenomena of middle-
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aged adults having the energy, vision and courage to remake their lives at a point when 
many adults either stay on a course that may ultimately prove stagnant or who cannot 
find the internal drive to improve and develop themselves.  After being admitted to 
Antioch, I started attending classes at residencies, in a small cohort of twelve other adult 
students, ages from 32 to 59.  During an informal lunch with one of my professors, he 
asked me what I knew about transformative learning theory and I admitted nothing.  He 
explained the basic principles and it resonated with me very deeply.  After further 
readings I worked with one of the important scholars in transformative learning theory.  
She worked with me to develop a critical reading list and, after reading the books and 
journals, I wrote a summary, developed a curriculum for a graduate class in 
transformative learning and created one of the first websites dedicated exclusively to 
transformative learning.  I then developed and later facilitated an experiential workshop 
at the 6th International Conference on Transformative Learning. 
How did art emerge in this study?  Although I had read little of people 
experiencing transformation through art, I found myself inexplicably once again involved 
in art (photography) as I entered my third year of Ph.D. work.  I found that taking 
photographs while working on my studies satisfied some deep inner yearning that was 
difficult to articulate.  Due to the demands placed upon my life through work and school, 
photography was an art modality that I could do during this time.  I soon started carrying 
my faithful old Canon F-1 manual camera wherever I went, along with a few lenses, and I 
found myself taking photographs that were different from any that I had taken before.  I 
found new meaning in patterns, nature, reflections in puddles, windows of houses, 
strange glimpses into houses and buildings, and looking through windows through other 
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windows to see even further.  Afterwards, during the evening, or while hiking, I would 
reflect upon the strange symbolic meaning of many of these images that may have been 
coming forth from the unconscious.  Coincidentally, during this time, I started rereading 
Carl Jung, work by Maria Von Franz, Joseph Campbell, and Robert Johnson.  
My next major re-engagement in art came about through my serendipitous 
attending of an art workshop, facilitated by a visiting professor in our program, called 
“Leadership and the Arts.”  We painted to jazz and new-age music; we danced together in 
silent dances of welcome and improvisation.  This experience touched a chord deep 
inside of me that I had ignored for far too long, and it provided an outlet for my passion 
for creativity to re-emerge, going well beyond my recent expression through 
photography.  I felt an ineffable connection to my own creativity and that of others.   
Many years ago, I had studied life drawing, pottery and stained glass, as well as 
photography.  As I was reconnecting with art, I found myself facing deeply troubling 
personal issues that I had avoided for years, including my marriage of thirty-five years 
and my job coming to an end.  I began a strange journey that I later recognized as the 
“hero’s journey.”  It ultimately became a personally transformative journey through both 
my creativity in art and a connection with a work friend of ten years who also resonated 
deeply to art and depth psychology.  I joined her for Saturday morning photography field 
trips starting at a coffee house followed by visits to inner city neighborhoods to 
photograph abandoned buildings, strange patterns of cracked paint, and svelte trees in the 
parks.   
I soon thought of the coincidence, or synchronicity, in my own life, as I was 
studying transformative learning and concurrently wondered that I might be entering my 
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own personal transformation.  This experience moved me to wonder what was going on 
within me, and I soon reflected more and more on where I had been in life up to this 
point, and started opening up to what had become a whole new world.  I reflected and 
questioned so many of my personal belief systems and moved towards developing new 
ones and changing old ones. 
 My friend became my lover and we moved to another state, where I lived with her 
from Thursday night through Monday morning around 1:30 a.m., when I would drive 
four-and-a-half hours back to my job, and live in my home city from Monday through 
Wednesday evening.  My friend shared that she had many complex issues and after a 
year, our relationship broke apart, and I experienced an ineffable sadness and depression 
that brought on another disorienting dilemma, as I grappled with loss and meaning.  
During this time, I had been reading and reflecting on Eastern philosophy and 
Jungian work.  It seemed so synchronistic to study transformative learning theory and 
think of integrating art, Jungian theory and Eastern philosophy into it.  I learned at a 
deeper level the importance of archetypes, symbols, and expression.    
Art may be seen as both a creative process and the result of the creative process 
itself.  When we look at archetypes, we need to consider their nature.  “Jung speaks of the 
archetype as a formative process, more properly understood as a verb than a noun…  
Jung’s concept of the archetype is an eminently useful tool for us to employ in service of 
meaning while still respecting the ambiguous character of the cosmos” (Hollis, 2000, p. 
5).  In The Archetypal Imagination (2000), James Hollis discusses how: 
the psyche has an apparent desire to render a raw flux of atoms intelligible and 
meaningful by sorting them into patterns.  These patterns themselves form 
patterns, that is, archetypes create primal forms which are then filled with the 
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contents unique to a particular culture, a particular artist or a particular dreamer 
(p. 5).   
 
Archetypes are energies, or what Hollis calls, “systematized images of energy” 
(2000, p. 10).  Hollis suggests that “underneath these cultural splits (between matter and 
spirit), the archetypal imagination seeks, through affectively charged images, to connect 
us with the flow and energy that is the heart and hum of the cosmos… this archetypal 
bridge is generated by an autonomous part of our own nature, the archetypal imagination” 
(Hollis, 2000, pp. 10-11).  Hollis discusses the critical linkages between this great 
humanness of yearning for the inexpressible of the infinite through “the great 
mythologies and religions, the healing creative and expressive arts, and the dreams we 
dream each night” (Hollis, 2000, p. 11).  The energies that manifest themselves as they 
takes shape into patterns are called archetypes emerge from the unconscious, the primary 
source and origin of creative energy.    
Imaginative stirrings within brought out strange and sometimes disturbing 
dreams.  I started a dream journal and recording them as often as I could remember them. 
I felt a new energy at mid-life, one that was both freeing and empowering.  Jung 
mentions: “Creative imagination is the only primordial phenomenon accessible to us, the 
real Ground of the psyche, the only immediate reality.  Therefore I speak of esse in anima 
[Being in the soul], the only form of being that we can experience directly” (Jung, 1973, 
p. 60).  
I reviewed the literature only to find a paucity of empirical work on 
transformative learning through the arts at mid-life, something that was resonating with 
me and – I suspected – with many other middle-aged adults.  While the literature does 
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contain numerous references to transformation through art, very little was specifically 
about transformative learning through art.   
In reading Jungian work, I noticed that a number of contemporary theorists and 
scholars spoke of “soulfulness” and transformation (Johnson, 1986, 1991).  From my 
readings I learned about art therapists who wrote from an archetypical perspective, 
McConeghey (2003), Allen (1995) and NcNiff (1991, 2004).  These investigative 
readings led me into another world: that of many mid-life adults who may have 
experienced transformative learning through art.  Was transformation from art therapy 
books anything like transformative learning, as evinced from transformative learning 
theory?  One of the critical questions was how might we experience transformative 
learning through art?  I was also curious about how art might affect our transformation at 
mid-life, when our lives seem to go through what James Hollis (1993) calls, “the Middle 
Passage.”  Many adults seem to experience some sort of transformation from their 
engagement with art, whether through art therapy or adult art education classes.  Others 
may discover art through working by themselves or with friends and many have reported 
being changed in some sort of way through their engagement with art.  My sense is that it 
would make an interesting qualitative study to discover if indeed some mid-life adults 
actually experienced transformative learning through the arts.   
What Was the Experience Like for those Mid-life Adults Who May Have Experienced 
Transformative Learning through One of the Arts? 
Research that addresses this question could possibly illuminate mid-life transformative 
learning using art as a transformative learning process and might provide a platform for 
other scholars to build upon, seeking and uncovering even more meaning behind 
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transformative learning through the arts.  My approach to working with a small group of 
participants would require deep interviewing and extensive narrative description to make 
sense of what might emerge from the interviews.   
  A review of the adult development literature revealed that Levinson (1978), 
Friedan (1993), Jong (1994), and Sheehy (1995) were all prompted to write their books 
on the middle-aged experience as they themselves started experiencing middle age.  From 
reading the above authors, and my own experience, I think there is a pull from our age 
that draws us to wonder about how we construct meaning at certain times in our lives.  It 
seems that as we age, we look at our accomplishments, our failings, as well as our 
expectations.  Thus I, too, became interested in transformative learning through the arts, 
especially at mid-life, since I, too, had arrived at mid-life and I wondered how other mid-
life adults might experience transformative learning through the arts.  Under much 
personal and professional pressure, I found myself extremely stressed at mid-life, and 
consciously unaware of how my life had become so out of balance, with little art, other 
than listening to music, until a strong and ineffable desire rose within me to once again 
connect with photography, and like someone waking from a deep sleep, to once again 
become aware of visual art around me, both that made by nature and that by human 
beings.  I was seeking psyche, after too long of an engagement with techne.  I believe that 
this strong and unexpected force, emerging from the unconscious, was largely 
responsible for my own journey quest.  This was unplanned, seemingly serendipitous; yet 
later proved to be an emergent energy emanating from the unconscious.  We continually 
develop as adults, continually individuating towards integration, usually around midlife. 
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While Jung says that while individuation is a life long process only at midlife can 
we truly come to the development of a holistic personality and experience a kind of 
integration not accessible earlier in life (1991).  Hollis (1993) reminds us of the origins of 
Greek tragedy:  
The tragic sense of life articulated in those grim dramas suggest that all of us,  
protagonists [sic] in our own private dramas, may lead tragic lives.  We can be 
driven by what we do not understand about ourselves.  The liberating power of 
Greek tragedy was that through suffering the hero came to wisdom, that is, a 
revised relationship between inner truth (character) and outer truth (the gods or 
fate).  Our lives are tragic only to the degree that we remain unconscious of both 
the roles of the autonomous complexes and the growing divergence between our 
nature and our choices.  (p. 15)  
 
Hollis cautions us that we owe much of what we experience as mid-life crisis, or 
what he refers to as the mid-life passage, to this split.  When the forces build internally, it 
is as if we find ourselves at the juncture of two great tectonic plates, and when the 
pressure ridge builds to a high enough level, movement occurs.  Hollis calls this “the 
fearsome clash between the acquired personality and the demands of the Self… the old 
self must die so that the new one may be born” (Hollis, 1993, p. 15).  This new birth is 
liken to Jung’s integration of personality at mid-life. 
Human imagination is one of the special gifts that afford humans the possibility to 
dream and to create.  “The primary imagination is the essential instrument of ‘all human 
perception.’  It moves at some level in all of us.  It is the animating force of our 
sensations” (Ulanov & Ulanov, 1991, p. 9).  Imagination, the wellspring of art, and, 
hence, creativity, comes from psyche and soul.   
Imagination, then, we emphasize, is the creative activity of both psyche and soul.  
It comes into play in our ways of being – in our thinking and feeling, in our 
intuiting, our sensing.  It expresses psychic life, which speaks first in images 
before it speaks in words, the primary imagination making its claims before the 
secondary can look to dissolve and diffuse, and extract them.  Without these 
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claims, the salt has lost its flavor and things taste flat, stale, [sic] dead.  (Ulanov & 
Ulanov, 1991, p. 13-14)     
 
Imagination and intuition are vital to our understanding.  And though the usual 
popular opinion is that they are chiefly valuable to poets and artists (that in 
‘sensible’ matters one should mistrust them), they are in fact equally vital in all 
the higher grades of science.  (Jung, 1964, p. 82)  
 
Purpose of This Study 
 
 The purpose of this study is to make meaning from the rich, narrative description 
of participants who may have experienced transformative learning at mid-life through 
one or more of the myriad forms of the arts.  In Chapter 1, transformative learning theory, 
adult development theory, and the arts as transformative means are discussed to provide 
context, or landscape for this study.  These three primary areas converge into one focal 
point: transformative learning at mid-life through the arts.  Several scholars have made 
theoretical linkages between adult development and transformative learning (Cranton, 
Dirkx, Kegan, Mezirow, and Tennant for example) yet a review of the literature reveals a 
dearth of empirical research on transformation through the arts, especially for adults at 
mid-life.   
The intent of this dissertation is to provide some illumination within this sacred 
space, or mandorla (Johnson, 1991), where transformative learning, adult development, 
and art modality/therapy merge together.  A sacred space is an overlapping area as in 
Venn diagrams, where two people, concepts, or other opposites maintain a sense of self; 
the shared overlap is referred to as a mandorla, or sacred space.  Johnson (1991) 
discussed the ancient origins of the mandorla (usually two circles overlapping) and its 
implication for humanity. 
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Although there has been much research over the last thirty-five years on adult 
development, there has been little linkage between adult development theories and 
transformative learning theories.  Searching within many of the adult development 
theories for elements they might share with transformative learning theory has revealed 
some commonality within the context of art as a transformative agent.  This empirical 
research study will attempt to provide some additional linkage, especially through art as a 
means for transformative learning, as explored through phenomenological description of 
three participants who discovered art at mid-life.  What brought the participants to art?  
Research on the topic of transformative learning through the arts at mid-life 
revealed a significant gap in the literature; there is little empirical, published work on 
transformative learning through the arts at mid-life.  Most of the empirical literature 
revealed work that either supported Mezirow’s original work or provided alternative 
means of experiencing transformative learning, through other means than art.  Research 
into Jungian psychology, art and Eastern philosophy revealed connections between what 
Mezirow and other scholars call transformative learning and the experiences of mid-life 
adults who have entered into the multitudinous realms of art and soul.  
Art literature supported art as a transformative force, but revealed little in the 
context of transformative learning.  If, indeed, many mid-life adults may experience 
transformative learning through one or more of the arts, then it is important that scholars 
recognize arts as a legitimate means for personal transformation.  This may be especially 
true at mid-life, when many human beings may experience disorienting dilemmas 
(Mezirow, 1991) and find art as a means through which to question their frames of 
reference and possibly develop new ones or modify old ones.  In conducting my research, 
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I worked to define the sacred space where transformative learning, adult development, 
and art modality/therapy overlap, and then explored that intersection through three artists’ 
lived experience.  Through interviews and subsequent co-creation of portraits with the 
participants, rich narrative description emerged, that may illuminate the participants’ 
engagement with art and the possible transformative learning through that engagement. 
Summary of Chapters 
 
Chapter One introduces the reader to the background of my interest in this topic 
as well as the major concepts salient to this study.  Chapter Two is a comprehensive 
literature review that comprises a review of adult development theory, transformative 
learning theory, and the transformative power of art.  I used a hermeneutically based, 
phenomenological research methodology, portraiture, (Lawrence-Lightfoot & Hoffman-
Davis, 1997) explained in further detail in Chapter Three.  In Chapter Four I present the 
three portraits of the participants and in Chapter Five the emergent themes from those 
portraits as well as an analysis of the results of this study in the context of the literature 
review in Chapter Two.  Finally, Chapter Six discusses the implication of this research in 
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 The purpose of this literature review is two-fold.  First, this chapter contains a 
review of the literature related to the three major concepts of this study: mid-life adult 
development, transformative learning theory, and the transformative power of creativity 
through art.  The second purpose of this chapter is to provide the backdrop, or “mis en 
scene,” for my research as well as to foreshadow some of the reasons the research 
methodology for this study was chosen.  
Mid-life Change 
 
Mid-life change often brings with it both a loss of meaning and a searching for 
meaning in one’s life.  It is as if we suddenly realize that the first half of our life is over, 
and we may assess how we spent that half.  What was important to us, what do we still 
want to accomplish, are questions that may emerge in our minds. 
The transit of the Middle Passage (as James Hollis, 1993, calls our mid-life 
experience) occurs in the fearsome clash between the acquired personality and the 
demands of the Self.  A person going through such an experience will often panic 
and say, ‘I don’t know who I am anymore.’  In effect, the person one has been and 
is to be replaced by the person to be.  The first must die.  No wonder there is such 
an enormous anxiety.  One is summoned, psychologically, to die unto the old self 
so that the new might be born.  (Hollis, 1993, p. 15) 
 
This kind of death and rebirth obviously isn’t a terminal ending or just a beginning, but 
rather it is what Hollis refers to as a passage.  The passage is in its own way, a sort of 
liminal state from which, if we are fortunate, we can enter and come through, albeit 
changed.  To not enter the cauldron of change is to not enter into new life and cross the 
threshold into authenticity.  This mid life passage is an eternal theme, also seen in many 
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of the grail stories where the grail serves as a vessel of change or transformation.  Joseph 
Campbell speaks to us of:  
How the stages of development are the same for humans today as they were for 
humans in the ancient times.  As a child, you were brought up in a world of 
discipline, of obedience, and you are dependent on others.  All this has to be 
transcended when you come to maturity, so that you can live not in dependency 
but with self-responsible authority.  If you can’t cross that threshold, you have the 
basis for neuroses.  Then comes the one after you have gained the world, of 
yielding it – the crisis of dismissal, disengagement.  (Campbell, 1988, p. 87) 
 
 In The Middle Passage, James Hollis reminds us that: 
  
Artists often tell us more, through their ability to articulate the universal, than do 
biographical facts…  In the secret club of the Middle Passage, there is an 
invitation for greater consciousness and an enlarged capacity for choice.  With 
greater consciousness comes a greater opportunity for forgiveness of others and of 
ourselves, and with forgiveness, release from the past.  We must address the 
making of our myths more consciously or we shall never be more than the sum of 
what happened to us.  (Hollis, 1993, pp. 92-93) 
 
Overview of Adult Development and Stage Theory  
The following section reviews the extant literature and major concepts and 
theories on adult development and stage theory and provides a landscape for 
understanding how many researchers perceive adult maturation.  There may be certain 
periods, or stages, during which adults are more amenable to change; in other words, 
adults may find as they age, they may or may not be open to new and possibly 
transformative learning experiences.  In this section, a review of adult and stage 
development theory was conducted, looking at how many scholars and researchers view 
adult development.  Some view development as a series of stages while others see it as a 
continuum or an evolving spiral.  For years, much was written on child development, but 
little on adult development.  In the 1970’s Levinson’s seminal work on adult 
development stirred an interest in the subject and others followed.  This section finishes 
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with a section on Carl Jung, whose work influenced many of the adult developmentalists.  
His extensive research on human development and personality theory, including 
archetypes and symbols, has had much implication and bearing upon this research. 
Levinson (1978) conducted a study over a couple of years, starting with men from 
the ages of 35 to 45.  Levinson brought together work from depth psychology, analytic 
psychology, and sociology to view adult development through a more focused lens.   
While Levinson saw life as a seasonal “cycle” another researcher, Richard Kalish 
(1982) posits: 
I wish to stress that human existence is a continuum with conception at one end 
and death at the other, and that the later years, even the terminal days, need to be 
seen as part of that continuum.  Later life should be viewed not as a social or 
psychological problem, although for many it is, but as the final stages of a span of 
development that is continuous with earlier stages (p. 1).   
 
Thus Kalish, among others, views life as a linear continuum, from conception to 
death, while others, Jung, Jong, and Friedan, view life as more of a recursive, non-linear 
process, due to career changes, moves, relationship changes, the possibilities for inherent 
growth and the movement between different regions.  
Levinson chooses the word, life cycle making a metaphorical comparison to our 
natural seasons, spring, summer, fall, and winter.  While Levinson uses his “life cycles” 
metaphor, he still covers a life span, even his idea of a life course, like a river, since a 
river has a beginning and an end.  Levinson’s study (1978) reveals that into their forties, 
men often became more reflective and tend to get in touch with their feeling sides, often 
mentoring others as they transitioned into their fifties.  Levinson notes this as a 
transitional period for men. 
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The Mid-Life Transition is a bridge between early adulthood and middle 
adulthood.  As in all transitions, a man must come to terms with the past and prepare for 
the future.  Three major tasks must be worked on.  One task is to terminate the era of the 
early adulthood.  He has to review his life and in this era and reappraise what he has done 
with it.  A second task is to take his first steps toward the initiation of middle adulthood.  
Although he is not yet ready to start building life structure, he can begin to modify the 
negative elements of the present structure and to test new choices.  A third task is to deal 
with the polarities that are sources of deep division in his life.  (Levinson, 1978, pp. 191–
192)  Studies reveal that mid-life is often an important time for reflection and 
reassessment of goals and ambitions.  Mid-life is often a time for reflection; it is a time to 
assess one’s past and consider one’s future within the context of one’s own mortality.  
This can be an unexpected opportunity for those individuals.  This might provide an 
opportunity for middle-aged adults to experience art.  
Sheehy conducted a study that investigated the mid-life of adults (1995).  
Sheehy’s definition of mid-life is “the mid-forties to mid-sixties, the most unrevealed 
portion of adult life” (p. ix).  Sheehy, like Levinson, interviewed many participants and 
found a new wave of development occurring in both men and women now at mid-life.  
Sheehy (1995) uncovered a “whole unexplored territory in the middle that does not fit 
with the confines of the old map of youth and age” (p. xii).  In her research, she found 
that men and women almost always change roles at midlife—the men becoming more 
nurturing and the women more independent.  Her findings support Jung’s (1964) 
concepts of individuation, where we become more comfortable at mid–life acting out of 
our preferences, and integration, as we become whole.  Thus men may find themselves 
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engaging with psyche, the feminine archetype of “mother goddess, the muse” (Arguelles, 
1975, p. 6) while women may find themselves drawn to techne, “the masculine archetype 
of the power acquiring shaman/technocrat/artist” (Arguelles, 1975, p. 6).  Both 
engagements may provide a venue for middle life adults to allow the unconscious to flow 
through them, and provide material that may become the manifest archetype.   
 Kegan (1999) also studied mid-life transformation.  He suggests that over the last 
few hundred years, although we have come to recognize the differences between the 
mind of a child and the mind of an adult, we still are working towards discovering 
adulthood “not as an end state but a vast evolutionary expanse encompassing a variety of 
capacities of mind” (p. 5).  Kegan focuses on the need for us to examine the curriculum 
of modern life in the context of the capacities of the adult mind.  The increasing 
complexity of human life requires learning more about the complexity of human 
consciousness.  
Kegan developed a constructive developmental approach and created a series of 
five levels of “categorical consciousness.”  He asserts that as adults we are increasingly 
able to master lower levels of categorical consciousness.  These may evolve into the 
higher categories, which create a different habit of the mind.  While mid-life adults may 
experience some sort of transformative experience within one of these five categorical 
orders, transformation will often ascend from one order to another.  It is through the 
individual’s experience within their culture, and their ability to develop a more complex 
way of understanding and dealing with their world, that they can make these 
transformations.   
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Kegan provides an example of Ibsen’s (1992) The Doll House as an example of 
transformative learning.  He describes, Nora, the seminal character:   
Nora is not just coming to some different ideas of her own.  She is coming to a 
new set of ideas about her ideas, about where even ideas come from, about who 
authorizes them, or makes them true.  She is making a bid for independence not 
merely from someone else’s ideas but from anyone else’s ideas from a source 
external to her that can create and validate her ideas.  Her discovery is not just 
that she herself has different ideas, but that she has been uncritically, unawarely 
identified with external sources of ideas (her husband, or church, and her culture).  
To be uncritically, unawarely identified with these external sources is to be unable 
to question or weigh the validity of these ideas; it is to take them as The Truth.  
Nora is not just rejecting the assumptions of her husband or church or culture; she 
is rejecting her relationship to these assumptions as Truths.  Her discovery is not 
that she has different ideas, but that she has uncritically, unawarely identified with 
these external sources of ideas (her husband, her church, and her culture).    
(Kegan, 1999, p. 110) 
 
What Nora is actually doing is making a preparation for a change from cross-
categorical change from the third order to the fourth order, or “self authorship.” 
In the context of adult learning, educators who look for their students to become 
“self-directed” need to recognize that this process entails more than asking the students to 
learn new skills; they are often challenging the students’ very belief systems, or their 
entire epistemological orientation.  While this may ultimately lead to transformative 
learning, and the acquisition of personal authority, it also may be a long and painful 
process.  Art may be a process that can facilitate this kind of growth. 
Kegan takes issue and breaks from the stage and phase theorists such as Levinson 
(1978), Sheehy (1995), and Friedan (1993) because the stage or phase theorists describe 
an explicit formulation of defined tasks of the job while ignoring the increasingly 
complex inner demands required to fulfill those jobs.  Mid-life adults may find growth 
from one stage to another through experiencing art, as it may challenge their belief 
systems.   
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 Hudson (1991) was one of the first scholars studying adults to consider the arts as 
a transformative learning element for adults at mid-life.  Hudson views a special kind of 
adult at mid-life, an adult he describes as “self-renewing.”  Like Jung (1991), Erikson 
(1986), and Levinson (1978), Hudson sees mid-life as a time for individuation and 
integration.  He asserts, “The development of the self in midlife sets us forth on a 
pilgrimage for a new consciousness—to design life, to shape culture, to seek future” 
(Hudson, 1991, pp. 221–222).  Art can play a role in Hudson’s conception of a self-
renewing adult; it can be transformative through connection to the world, provide 
solitude and inner reflection, be engaged as a creative force, and it is something that can 
be done during down times, and often requires learning.  Finally, Hudson (1991) 
mentions, “The development of passive mastery and the importance of artistic, leisure, 
and spiritual environments are important for the second half of life . . . for example, 
mature adults might seek learning by creating an object of art, writing a biography, or 
autobiography” (p. 222).  This does seem to resonate to Jung’s concept of integration. 
Friedan (1993) also studied aging and adult development.  She asked some 
unique questions as she began her study, including “Is integration of our 
masculine and feminine qualities a possible stage of development in age?”  And 
finally, might a new dimension of our humanity emerge with age?”  (p. 19) 
Friedan realized as she interviewed older adults that her participants were 
expressing fear and revulsion about aging in their interviews; she also noticed that these 
responses reflected her own fears of aging and mortality.  Like Levinson (1978) and 
Sheehy (1995), Friedan began her research during mid-life, possibly reflecting an interest 
on the part of all of the researchers to engage research from a personal, lived perspective. 
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Another researcher in the age-related studies field is Gene Cohen (2000), who 
reminds us that even though we are “creatures of habit,” we need a new frame of 
reference in which to picture ourselves growing, and to recognize how the confluence of 
inner resources and life circumstances can present us with opportunities to revive our 
lives in meaningful, satisfying ways.  Two of Cohen’s phases have implication for this 
study: 
 
1. Mid-Life Evaluation Phase—40s’ through 60’s  
 
Motivation by quest energy to make life or work more gratifying  
Combines capacity for insightful reflection with powerful desire to create 
meaning in life 
 
2.   Liberation Phase—late 50’s through early 70’s 
 
Creative endeavors are shaped with added energy of a new degree of 
personal freedom from our inner selves and externally, from retirement 
Usually self confident and not worried about perceptions others have of 
you 
 
(Cohen, 2000, pp. 78–79) 
 
Although these phases are all relevant in general to research on mid-life, this particular 
dissertation will focus only on the Mid-Life Evaluation Phase and the Liberation Phase, 
since this study is about transformation at mid-life through the arts.   
The work of Friedan, Cohen and the other adult development theorists begs the 
question, how does one at mid-life possibly experience transformative learning through 
art?  Their work suggests that at mid-life we may experience what Mezirow (1991, 2000) 
calls transformative learning, and the review of transformation through art literature 
provide both theory and examples of adults who have indeed transformed at mid-life.  
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 Martin Lindauer (1998) posits: “Shifts in late life efforts, at least among some 
artists, suggest that some aspects of creativity, like wisdom, may emerge only in old age” 
(p. 240).  This illustrates that art may possess a transformative capacity that endures over 
time, and may lead to sustained transformative learning.  Picasso, Frank Lloyd Wright, 
and the composer Leos Janacek all created some of their greatest work at mid-life and 
beyond. 
Jungian Theory as a Foundation of Understanding 
Carl Jung developed a personality theory that is based on personality type.  “Jung 
both accepts the fact that individuals both construe their own meaning of the world and 
attempts to classify those differences without losing complexity” (Cranton, 1994, p. 94).  
Cranton (1994) notes that: “Early in his discussion on psychological type, Jung (1971) 
clarifies his position on the objective and subjective nature of understanding individual 
differences…Jung is very clear about the fact that psychological type is but one way of 
discussing human characteristics” (pp. 94-95).  Cranton (1994) emphasizes the 
importance of Jung’s belief in his framework for type theory (based on classical literature 
and philosophy as well as practice) as emerging from “the development of individuality 
as a concept (p. 95).  Jung’s theory of type includes the two basic attitudes an individual 
may have extroversion or introversion.  Later Jung added the rational (judgmental) 
functions of thinking and feeling.  In Jung’s theory he saw thinking as the use of logic in 
judgment, while he saw the feeling function as a kind of judgment where a value of 
acceptance or rejection may be imparted”  (Cranton, 1994, p. 97).   
Jung also describes two irrational (perceiving) functions, sensation and intuition.  
He does not use the word irrational meaning illogical but rather outside of or 
beyond logic or values.  ‘Sensation is the psychological function that mediates the 
perception of a physical stimulus’ (Jung, 1971, p. 461)…  Sensation is sense 
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perception of a physical stimulus…it conveys to the mind the perceptual image of 
the external object…  (p. 462).  Intuition, on the other hand, mediates perception 
in an unconscious way.  Everything, whether outer or inner objects or their 
relationships, can be the focus of this perception…  In intuition a content presents 
itself whole and complete, without our being able to explain or discover how this 
content came into existence (p. 453).  The sensing type places an emphasis on 
sense perception, on facts, details, and concrete events.  The intuitive type prefers 
an emphasis on possibilities, imagination, meaning, and seeing things as a whole.  
(Cranton, 1994, p. 98)  
 
Jung developed his psychological types from these attitudes and functions.  Most 
humans have a “preferred attitude (introversion or extroversion), a dominant function 
(judging or perceiving), an auxiliary function (from the opposite domain of the preferred 
function), and an inferior function” (Cranton, 1994, p. 98).  Most people will have a 
preferred attitude, for instance, many people enjoy the outgoing company of others, are 
outer oriented and enthused by the outer world.  These are the people with an extroverted 
attitude, while those people with a preference for introverted attitudes may prefer their 
rich inner worlds, a reflective vacation on the beach or in the mountains just reading or 
contemplating.  In the case of functions, those people who prefer concrete facts, a present 
and realistic orientation, who examine the details are considered to possess a sensing 
function, while those with an intuitive function may prefer a future orientation, 
perceiving possibilities, using imagination and seeing what is behind the obvious.  
Thinking and feeling functions determine whether we use logic and analysis in coming to 
decisions or whether we prefer to use commonly accepted or deeply held inner values. 
The key to understanding Jung’s theory relative to adult and life development is 
recognizing that as we mature, hopefully our functions become more clear, or 
differentiated, allowing us a clear channel to pursue in how we personally understand the 
world.  This process is what Jung refers to as individuation, as we through clarifying our 
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own preferences, remove ourselves from the collective.  The ultimate goal of this process 
is to bring us back to society and its norms so that we can reintegrate, but with a new 
personal awareness, much like a personal transformation. 
 His development of the concept of a life long process, individuation, involved the 
integration of persona as the mediator between the inner and outer world.  Individuation 
is the life long process of separation of the individual “from the collective of humanity” 
(Cranton, 2000, p. 182).  Jung saw a necessary inner development that was facilitated 
from what he called the “collective unconscious,” a primal collection of archetypes and 
ancestral memories from the predawn of human creation. 
Especially important to Jung’s theory of individuation was the middle-age period, 
starting at around fifty years of life.  During this time, Jung believed, most adults came 
into a kind of balance and a wholeness of cycle, where they found an integration of all of 
the aspects of their personality, thus becoming whole.  This idea of wholeness at midlife 
was critical to Jung’s (1991) theory of personality.  While Jung’s theory provided for 
individuation as a life long process, it was particularly at mid-life when he believed that 
many individuals could come into what he called integration.  Jung discusses the issue of 
dissociation in the self and our reluctance to allow it to disintegrate, noting that doing so 
is actually essential for becoming whole.  Jung (1991) describes it as follows: 
If the container does not breakdown in face of what we are wont to call 
“unfaithfulness,” but goes on believing in the inner justification of his longing for 
unity, he will have to put up with his self-division for the time being.  A 
dissociation [sic] is not healed by being split off, but by more complete 
disintegration.  All the powers that strive for unity, all healthy desire for self-
hood, will resist disintegration, and in this way he will become conscious of the 
possibility of an inner integration, which before he had always sought outside of 
himself.  He will then find his reward in an undivided self.  This is what happens 
very frequently about the midday of life and in this wise our miraculous human 
nature enforces the transition that leads from the first half of life to the second.  It 
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is a metamorphosis from a state in which man is only a tool of instinctive nature, 
to another in which he is no longer a tool, but himself: a transformation of nature 
into culture, of instinct into spirit.  (pp. 196, 197) 
 
Transformative Learning Theory 
 
 This section of the literature review summarizes a brief history of transformative 
learning theory as it might apply to being experienced through art, at midlife. 
Definitions 
“Transformative learning is defined as the development of revised assumptions, 
premises, ways of interpreting experience, or perspectives on the world by means of 
critical self reflection” (Cranton, 1994, p. xii).  This particular definition by Cranton I 
find the most salient as well as lucid for those unfamiliar with the concept of 
transformative learning.  Other definitions include: 
We transform from frames of reference – our own and those of others – by 
becoming critically reflective of their assumptions and aware of their context – 
the source, nature, and consequences of taken-for-granted beliefs.  Assumptions 
on which habits of the mind and related points of view are predicated may be 
epistemological, logical, ethical, psychological, ideological, social, cultural, 
economic, political, ecological, scientific, or spiritual, or may pertain to other 
aspects of experience.  (Mezirow & Associates, 2000, p. 19) 
 
Larry Daloz defines transformative learning as: 
A deep shift in frame of reference as Mezirow defines it.  As a constructive-
developmentalist, I also assume that such changes toward “more dependable 
frames of reference” are probably developmentally related.  That is, although 
Mezirow does not necessarily make that assumption, he would agree that what 
shifts in the transformative process is our very epistemology-the way in which we 
know and make meaning.  (Daloz, 2000, p. 104) 
 
Transformative theory requires reflection or other ways of knowing that challenge 
our thought and belief systems that we acquire as children and early adults.  A way to 
think about the process of engaging in this struggle or search for meaning is provided by 
transformative learning theory.  From the rationally oriented accounts of Mezirow et al., 
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we have come to know a lot about the reflective conscious, epistemic dimensions of this 
process.  But this theory does not seem to adequately address the extra-rational 
dimensions of what many report to experience in this process.  Hence we have several 
scholars examining transformation and re-theorizing in an attempt to represent this more 
affective, extra-rational, and perhaps even spiritual dimension of transformative learning.   
 This approach to transformative learning through art and soul transcends the 
traditional, origins of the theory in that it goes beyond the cognitive rational and purely 
reflective model, to models more diverse and inclusive.  Many of these are based on 
looking at transformative learning through the lens of soulfulness, or the spirit, while 
others examine transformative learning through personality theory, and many various art 
methodologies, from creative writing and poetry, to painting and music.  Most of the art 
based theoretical approaches seem to include some form of soulfulness, suggesting a 
strong linkage between the unconscious, including archetypal material, and the externally 
manifested art form.  Scholars including Arguelles (1975, 1984), Jung (1971, 1964), 
Kenny (1982, 1996), Cranton (1994, 2007), Dirkx (1997, 2001), Hollis (1993, 2000), 
Ulanov & Ulanov, (1991) and Lipson Lawrence (2005) have all approached 
transformation or transformative learning through spirit, imagination, and art - all from 
the realm of creativity.  At midlife Hollis (1993) posits that:  
When we are born we are handed multiple lens: genetic inheritance, gender, a 
specific culture and the variables of our family environment, all of which 
constitute our sense of reality.  Looking back later, we have to admit that we have 
perhaps lived less from our true nature than from the vision of reality ordained by 
the lens we used.  (Hollis, 1993, p. 9) 
 
This inherited predisposition and conditioning we usually never question.  It forms the 
basis for what Mezirow & Associates (2000) calls taken for granted assumptions.   
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Transformative Learning Historical Overview 
 One of the critical foundational pedestals of Mezirow’s theory of transformative 
learning is critical reflection.  Other scholars and researchers have found alternative 
theoretical approaches to transformative learning, as well as means of understanding 
transformative learning from a lived experience.   
Mezirow’s Original Theory 
Adult education in the 1970’s and 1980’s was an amalgamation of behaviorist 
practice and disparate theories from different fields.  Cranton notes that early studies of 
adult education included practical and participatory approaches.  Some scholars believed 
adult education was experientially based, while others focused on individual learning 
styles or behavioral approaches (1994).  Mezirow was probably the first to develop a 
cogent theory of adult education, using a constructivist approach. 
“Few efforts have been made to develop a synthesis of the different theories that  
educators of adults can use” (Mezirow, 1991, p. xi).  Even within a single field, such as 
psychology, there are different approaches to adult learning, from behaviorist approaches 
to somewhat nebulous humanistic ones (Mezirow, 1991).  Mezirow embarked on a 
research journey to study how adults make meaning from their lives and grow 
developmentally after seeing the profound change in his wife when she returned as an 
adult to school and subsequently entered a new profession.  This experience led him to a 
study of women returning to college and the workforce, resulting in what he called 
perspective transformation.  Adults as returning students question many previously held 
assumptions and beliefs, ultimately entering a personally transformative process whereby 
the person experiencing transformation learns in new ways and the learning is permanent, 
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providing the transformed learner with a new lens through which to view the world.  
Later, his work on perspective transformation led to his development of transformative 
learning theory.   
Generally, Mezirow saw this questioning of beliefs and possible reframing of 
beliefs, initiated by what he called “disorienting dilemmas,” for example, divorce, death 
of a significant other, or job loss (1991).  Mezirow, in his research, realized that there had 
been little work done on adult development, since earlier researchers such as Montessori 
(1946, 1989), and Piaget (1977) ended their work in late adolescence. 
For a transformative learning theory to be universal, it must bridge cultures and 
socioeconomic strata.  Kegan (2000, p. 53) notes that “Mezirow built his theory on a 
foundation of constructivism (Candy, 1989), critical theory (Freire, 2000; Habermas, 
1984; Illich, 1971), and deconstructivism, and re-constructivism (Kohlberg, 1984; Piaget, 
1977).”  Stephen Brookfield, an adult educator in the United Kingdom, felt as a member 
of the European educational establishment, quite surprised with the publication of 
Mezirow’s article, A Critical Theory of Adult Learning and Education, published in 
1981.  Brookfield (2005) acknowledged his surprise came from a theoretical approach to 
adult education coming out of America, where he assumed “that American adult 
education was hopelessly fixated on empirical matters of practice” (Brookfield, 2005, p. 
220).  Brookfield (2005) also noted that Mezirow’s theoretical approach was a “very 
different theoretical slant from the then almost exclusive focus on andragogy and self-
directed learning” (p. 220).  Brookfield (2005) also mentions that Mezirow’s theory used 
and explained some of the ideas of Jurgen Habermas, a German intellectual, who based 
much of his work on democracy and communication theory.  This provided a theory of 
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communication that allowed for fuller participation in life.  Many adult educators were 
surprised with part of this basis for Mezirow’s theory (Brookfield, 2005).  Some of 
Brookfield’s ideology is reflective of the liberation philosophy of Pablo Freire (1970), 
another scholar whose work seems to have influenced Mezirow.  Freire’s 
conscientization, or consciousness-raising awareness, may be seen as both a potentially 
disorienting dilemma (a prelude to transformative thinking), or as a means of subjective 
reframing involving “critical self-reflection of one’s own assumptions” (Mezirow & 
Associates, 2000, p. 23).  Freire’s experience revealed that only when the downtrodden or 
oppressed took action, would there be any change in their lives.  Freire says “This 
discovery cannot be purely intellectual but must involve action; nor can it be limited to 
mere activism, but must include serious reflection: only then will it be a praxis” (1970, p. 
65).  Freire saw emancipatory learning coming through awareness, action, and reflection. 
Brookfield notes that the value in Mezirow’s application of Habermas’ work to 
transformative learning theory is found in Mezirow’s perceptual change in his viewing of 
Habermas’ emancipatory action as an “adult perspective transformation” (Brookfield, 
2005) and his joining the adult transformational perspective to “contemporary adult 
education ideas of self-directed learning and andragogy” (p. 221). 
Mezirow intended to inform theorists and practitioners of adult education about 
the importance of how people acquire or make their frames of reference during their life 
(and during which meaning is made and learning occurs) and transformation of “these 
habits of expectation during the adult’s learning process” (Mezirow, 1991, p. 6).   
Transformative learning theory suggests that these “frames of reference” create 
boundary structures for us, in viewing and understanding new information.  The difficulty 
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for the adult learner is that they cannot often see beyond their frame of reference; thus, 
they may experience a cognitive dilemma in which information or perception that doesn’t 
fit their mental schema may be rejected or “put on the bed of Procrustes” until it fits a 
prior mental model.  Reframing may occur through objective or subjective means.   
“Objective reframing involves critical self-reflection on the assumptions of others 
encountered in a narrative or in task–oriented problem solving, as in “action learning” 
(Revans, 1982).  Subjective reframing involves critical self-reflection of one’s own 
assumptions” (Mezirow & Associates, 2000, p. 23).  Subjective assumptions may include 
narratives, systems, organizations (or workplaces), feelings and interpersonal relations, 
and ways one learns (Mezirow & Associates, 2000).  Reframing thus has both an external 
and internal focus.   
Mezirow was influenced by Habermas as well as by psychologist Jerome Bruner 
(1990), a psychologist focused on the cognitive revolution with a fixation on the mind as 
“human information processor, who eschewed the mental computer model.  Not only 
does Mezirow’s theory contain a core of reflection and potential change to our frames of 
reference but also contains the potential to change through the use of imagination, 
(“imagination is central into understanding the unknown; it is the way we examine 
alternative interpretations of our experience by ‘trying on’ another’s point of view” 
(Mezirow & Associates, 2000, p. 20).  One other means of “transformations in habits of 
the mind may be epochal, a sudden, dramatic, reorienting…  or incremental, involving a 
progressive series of transformations” (Mezirow & Associates, 2000, p. 21). 
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Personality Type and Transformative Learning 
Patricia Cranton also explores the role of personality type in the context of 
transformative learning theory.  Cranton developed an integration of personality type 
theory within the context of transformative learning.  While the ancient Greeks had 
identified four personality temperaments: Sanguine, Phlegmatic, Melancholic, and 
Choleric, Jung is known as the modern founder of type theory.  Cranton chose to use a 
Jungian approach for several reasons: (a) Jung is explicitly constructivist in philosophy, 
which harmonizes with transformative learning theory; (b) Boyd (1991) and others have 
successfully used a Jungian approach in understanding transformative learning theory; 
and (c) Jung’s model has been popularized through several assessment techniques 
(Cranton & Knoop, 1992; Keirsey & Bates, 1984; Myers, 1985) providing a common 
understanding for many educators.  Cranton saw individuation as the proximity to whole 
personality integration, a lifelong, organic process.  This is seen as: 
The development of the person as separate from the collective, which in turn 
allows for the person to join with others in a more authentic union.  If people run 
with the herd, if they have no sense of self as separate from others, there is no 
hope for finding one’s own voice or having free full participation in discourse.  
(Cranton, 2000, p. 189)   
 
Cranton became aware of how personality type might affect learners’ approaches 
to transformative learning, since Mezirow originally espoused that subjective and 
objective reflection were critical parts of transformative learning.   
 Cranton mentions an experience from one of her own adult education classes that 
challenged both her and one of her student’s beliefs in critical self-reflection as the means 
to transformative learning.  “I was about to nudge Peter (student) into the conversation 
with a well-placed question when he burst out with obvious emotion, ‘I don’t do this!  I 
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don’t reflect!  But I for sure have transformed perspectives’” (Cranton, 2000, p. 181).  
Peter went on to explain that while he could not verbalize the process he went through, 
“it was neither logical nor analytical” (p. 181).  This experience with the students and 
their professor led to discussion around the multiple differences in how people may learn.  
Cranton’s student may have had a sensing orientation to life, and therefore lived 
experience directly rather than reflecting upon life, as perhaps an introverted, intuitive-
oriented person might.   
 Cranton encourages practitioners, theorists, and researchers to recognize the 
differences that human beings have in the context of their particular learning styles.  
These differences may include things like personality type: “Type differentiation occurs 
very early, so early that in some cases one must speak of it as innate” (Jung, 1971, p. 
516).  Type studies have revealed strong relationships between type and how we learn; 
for example, people with an orientation towards sensing may prefer to take action as a 
means of understanding, and rarely reflect, while someone who has a perceptive function 
of intuition may prefer to reflect prior to acting.  For adults who may be experiencing 
either informal or formal learning, an understanding of type and how it affects potential 
transformative learning is important to know.  Imagine how an adult student taking a 
pottery class might use this understanding to better learn and potentially transform, as 
well as the teacher’s ability to better facilitate learning.  Also, possessing an 
understanding of one’s personality type could aid us in understanding how art might 
come to us as a transformative force, should it be such a force.  For some, art may be a 
means to an end, a way to express one’s design sense or engage in emulating realism.  
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Transformative Learning Through Soul 
In addition to the impact of personality type on transformative learning, John 
Dirkx (1997) suggests that “transformative learning also involves very personal and 
imaginative ways of knowing, grounded in a more intuitive and emotional sense of our 
experiences . . . this is manifest in the symbolic, narrative and mythological (orientation).  
It is a view of learning through soul”(pp. 79–80).  Dirkx posits: 
Bubbling just beneath this technical rational surface is a continual search for 
meaning, a need to make sense of the changes and the empty spaces we perceive 
both within ourselves, and, our world.  While we seek to increase performance 
and productivity, our shelves fill with books on spirituality of work . . . 
transformative learning represents a heroic struggle to wrest consciousness and 
knowledge from forces of unconsciousness and ignorance.  (1997, p. 79)  
  
Dirkx recognizes, within this approach to transformative learning, the effort of the ego to 
guide the human spirit through the maze of our inner selves, others and culture.  
Introverted intuition yields images, fantasies, and hunches that seem to come out of 
nowhere—or from the unconscious—and trigger subjective, almost inexplicable reactions 
to things in the external world.  To some extent, Dirkx’s (1997) concept of soul in 
learning mirrors that which comes forth from Cranton’s (2000) introverted intuition; both 
originate in the unconscious.   
 Although transformative learning theory originally consisted of critical self-
reflection and disorienting dilemmas to make cognitive adjustments to reframing one’s 
world, it has expanded to include what Jung considered the “unconscious functions.”  
Dirkx (1997) and Cranton (1994) expanded on the role of soulfulness and personality 
type as well as the unconscious in their work.   
 Mezirow acknowledged the intuitive and unconscious when he wrote: 
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Art, music, and dance are alternative languages.  Intuition, imagination, and dreams 
are other ways of making meaning.  Inspiration, empathy, and transcendence are 
central to self-knowledge and to drawing attention to the affective quality and 
poetry of human experience.  Dirkx writes of learning through soul involving a 
focus on the interface where the socio-emotional and the intellectual world meet, 
where inner and outer converge.  (Mezirow & Associates, 2000, p.6)   
 
While both Cranton and Dirkx allude to art in its many forms as a means of 
alternative language and a possible means of transformative learning, neither provide any 
real life examples of people who have experienced transformative learning through art.  
Some of the art therapists and teachers do provide examples, and the examples seem to 
support the theories for transformative learning through soul and art as espoused by 
Cranton and Dirkx.  
During the Sixth International Transformative Learning Conference, in October of 
2005, Patricia Cranton facilitated a dialogue between John Dirkx and Jack Mezirow on 
their respective approaches to transformative learning.  Cranton, Dirkx, and Mezirow 
continued their initial dialogue over the two months following the conference via email.  
Salient issues that emerged from this dialogue included acceptance by Dirkx and 
Mezirow that their respective views were necessary parts of transformative learning, 
somewhat akin to the way the double strands of the DNA molecule are both necessary for 
that structure to exist.  Mezirow’s position is that we experience transformative learning 
through: 
A rational process of learning within awareness; a metacognitive application of 
critical thinking that transforms an acquired frame of reference—a mind-set or 
worldview of orienting assumptions and expectations involving values, beliefs 
and concepts—by assessing its epistemic assumptions . . . most of the process of 
learning occurs outside of awareness and may include emotional, intuitive, 
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John Dirkx agrees with Mezirow in terms of one of the outcomes of transformative 
meaning being a fundamental change in frames of reference.  Dirkx and Mezirow both 
see this as a result of both rational and extrarational processes.  These two processes, like 
the double helix of the DNA molecule, are necessary for transformative learning to occur.  
While Mezirow focuses on the cognitive-rational, Dirkx explores the hidden, sometimes 
ineffable world of the unconscious.  The unconscious world includes symbols, dreams, 
fantasies, and how we use our psychic energies.  This is the stuff of what Jung (1991) 
suggests leads to our individuation at mid-life, in the process of becoming integrated 
human beings. 
 Dirkx tells us, “Without question, the ego and the conscious awareness have 
critical roles to play in our abilities to discern the meaning of the messages arising within 
the unconscious” (Cranton, 2006, p. 135). 
Dirkx then explains that he and Mezirow are in concurrence that conscious ego 
awareness is a requisite condition for transformative learning.  But Dirkx perceives a 
difference between himself and Mezirow in the kinds of transformative learning possible 
and the methods used to facilitate the process: “It is apparent that some charged cluster of 
relational experiences, below the level of conscious awareness, animates certain frames 
of reference” (Cranton, 2006, p. 136).  In other words, they both admit to being 
consciously and rationally aware as a condition for transformative learning; however 
Dirkx additionally sees an unconscious source of transformation. 
Dirkx views tapping into the unconscious psychic energy as an alternative way to 
Mezirow’s concept of critical reflection.  The integrative dialogue that Dirkx proposes 
comes about through establishing a relationship with one’s psychic energies.  Cranton 
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posits: “that both processes are complementary rather than contradictory” (Cranton, 2006, 
p. 137).  So while Mezirow holds to his initial belief in the critical importance of 
reflection in his theory, Cranton sees that Dirkx’ approach through the individual 
unconscious and collective conscious coming into awareness to create or initiate 
transformation, is also a valid one and they are both complementary to the evolving 
theory.  The implications for art are evident in that Mezirow’s original theory might well 
apply to artists or adults experiencing art classes through a rational, cognitive lens as a 
way of engagement with the arts.  Some artists approach the process through a physical 
awareness of time, place, and space.  For many, art is a way of emulating nature, or 
allowing psyche to emerge through them; taking Dirkx’ approach has great implication 
for the arts, since the creative inspiration for art is often seen coming from our sensate 
world around us, or the unconscious.  
In her chapter, Of Writing, Imagination and Dialogue, Janice Clark (1997) 
discusses her exploration of hidden patterns of her ordinary life that prevent her from 
being able to practice her creative writing, a form of art.  In her abstract she states: 
By my narrating the ancient myths, and aspects of Western tradition that mirror 
my experience, a larger meaning of the hidden patterns unfolds.  I explore the 
larger meaning more thoroughly within the concepts of creativity, transformation, 
imagination, and dialogue as proposed by Estes, Mezirow, Collingwood, and 
Buber, respectively.  I find in these conceptions insightful and practical ideas that 
facilitate transformation and inspire creativity.  (Clark, 1997, p. 13) 
 
Using mythos and Jungian thought as a starting point, Clark recognized the 
natural seasons of when creativity might visit her, and those other seasons of when 
reflection was in order, so that she could reflect, in preparation for a return to writing.  
These thoughts led Clark to reflect upon Western tradition and the hidden assumption of 
either/or emerges from what was once an assumption of both/and, before humans were 
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“separated from God, nature and one another” (Clark, 1997, p. 17).  This also reflects the 
modern dilemma of living in a masculine culture of techne, that overall doesn’t honor 
psyche, or the divine feminine.  Recognizing this, Clark once again connected through 
art, through her understanding of R.G. Collingwood (1958) and his conceptualization of 
“the imagination as the meeting place of consciousness and preconsciousness” as well as 
the unconscious” (Clark, 1997, p. 17).  Finally, Clark saw her own return to feeling, to 
trusting her own intuition and sensing functions and recognizing the divine in the “I and 
Thou” (Buber, 1958) relationship.  She reconnected with her pre-corporate America job 
and once again found her center through reading, reflection, hiking, sailing, and working 
with her dog.  
Transformations Beyond the Cognitive Rational  
Jung used a combination of individual context of the dream to the dreamer’s life, 
as well as a deep connection to what he called the collective unconscious.  This may also 
serve to under-gird subsequent theory on the importance of the Jungian archetype and 
symbol within the construct of experiencing transformative learning through archetypes 
and symbols.  In Jungian psychology, symbols are pre-linguistic abstractions that emerge 
from archetypal material and almost always have an inherent meaning as well as a 
representational meaning.   
What we call a symbol is a term, a name, or even a picture that may be familiar in 
daily life, yet that possesses specific connotations in addition to its conventional 
and obvious meaning.  It implies something vague, unknown, or hidden from us.  
(Jung, 1964, p. 3) 
 
Jung posits:  
 
The alchemists not only recorded their work in their writings; they created a wealth 
of pictures from their dreams and visions – symbolic pictures that are still as 
profound as they are baffling.  They were inspired by the dark side of nature - evil, 
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[sic] the dream, the spirit of earth.  The mode of expression was always fabulous, 
dreamlike, and unreal, both in word and in picture.  (Jung, 1964, p. 278) 
 
This is an important background piece for helping to understand both Dirkx and his 
soulful, unconscious approach to transformative learning, and art, since it, too, is a 
reflective and symbolic approach to understanding and expression.  The unconscious 
provides the source for creative imaginary that may result in art.  This creative imagery is 
an energy that may manifest itself in an artist, and ultimately a work of art.  It is the 
unconscious source of creativity that fuels imagination and may thus result in a work of 
art.  It is also important to note that Jung’s work, too, is also developmental, in that it 
provides an evolutionary means for human growth. 
Transformative Learning Through Social Responsibility 
Another approach to transformative learning theory is through the consideration 
of one’s environment, in the way of transformation through social responsibility, through 
working towards the greater good of our society.  Constructive-developmentalist 
Laurence Parks Daloz sees changes as “more dependable frames of reference,” as likely 
developmentally related.  Daloz calls us to examine the connection he sees between what 
Mezirow calls meaning-making frameworks and what Kegan (1994) calls orders of 
consciousness:  
Arguing forcefully (he says) that they are driven both intrinsically by 
developmental forces within the individual and extrinsically by conditions in the 
world, particularly by social complexity.  That is, although the capacity to 
develop more adequate meaning-making frameworks is always there, 
transformative learning is by no means inevitable and depends strongly on the 
particular environmental and cultural forces at work in the individual’s life.  
(Daloz, 2000, p. 104)   
 
Daloz cites examples of global leaders who have experienced transformative 
learning from their interaction with outside culture and the world at large, in addition to 
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their simultaneous inner transformation.  Daloz perceives transformative learning as often 
precipitated by the learners’ interaction with others as well as with the environment.   
Boyd (1991) also note the importance of the interaction between the culture or 
group, and the individual: 
Given the social nature of the human being inherent in Jung’s thinking, it follows 
that individuation does not occur independent of or isolated from social 
relationships.  It is a process that goes on, whether we know it or not, within the 
social contexts of our natural, everyday lives (Jung, 1968).  Individuation is 
intimately bound up within these relationships and inseparable from them.  Social 
contexts often serve to precipitate or mediate the crises of the individuation 
process.  As Ulanov (1971) stated, “Individuation is not a private affair but is 
indissolubly bound up with the relation to partner and society.”  (Boyd, 1991, p. 
42)   
 
Daloz as well as Boyd and Dirkx all understand that transformative learning can 
occur individually or in the context of a social organization or group.  So, while much of 
transformative learning could occur individually, Daloz (2000) and Ulanov (1971) 
believe that humans may also benefit within a social context with others to transform 
through small group work.  As cited in Boyd, (1991, p. 42) Ulanov stated, “Individuation 
is not a private affair but is indissolubly bound up with the relation to a partner and 
society and inseparable from them” (Ulanov, 1971, p.273).  Does this mean that an artist 
working solitarily won’t be capable of transformation?  Dirkx (1997) recognized solitary 
transformative learning through soul, through mythos as a means for our individual 
transformative learning journey, something that we can experience individually or with 
others.  So both researchers have found effective approaches to transformative learning, 
one collective and social, the other individual and inner based.   
People who explore art at mid-life may well experience transformation through a 
variety of means, often through the ineffable, other times through a conscious awareness, 
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reflection and creation of new frames of reference.  Implications for art and midlife are 
that adults whether in a formal art class or experimenting with art in an informal setting 
may benefit from transformative learning either on their own, or through the benefit of a 
group, if they are exchanging ideas and thoughts about their art experience at a soulful 
level.  This might come about through the individual or individuals connecting with their 
unconscious energies that could provide them with the material to create, to experience 
letting psyche flow through them and then, through the manipulation of techne, crafting 
the art into something that transcends duplication or other emulation. 
Transformative Learning Through Relational Knowing 
While Mezirow (1991, 2000) discusses the importance of disorienting dilemmas, 
reflection and reframing, he leaves out an essential “precursor step” for the learner on the 
path towards true transformation.  This is the area of the asymmetrical relationship and 
power.  While many adults may approach a classroom learning environment with 
confidence and a willingness to participate in the class, many others, including numerous 
people from the margins, find the adult classroom very intimidating and are likely not to 
participate.  Work by Belenky and Stanton looks at how women, especially, may have a 
different way of knowing and how educators need to add a preliminary step to set the 
stage for transformative learning through the provision of what the students perceive as a 
safe place for participation.  Who would want to participate in dialogue with people 
whom the students may feel have a power advantage over them?  Many women, per 
Belenky and Stanton, find alternative ways of knowing, to the traditional rational ways.  
Belenky and Stanton (2000) ask us, what about those who have been silenced, or never 
allowed or encouraged to know their voice?  What about those students, first in their 
  
   42
families to go to college, often from working class backgrounds, where to question 
authority wasn’t an option? 
Reflective discourse develops best when participants are well informed, free from 
coercion, listen actively, have equal opportunities to participate, and take a critical 
stance toward established cultural norms or viewpoints.  (Belenky & Stanton, 
2000, p. 71) 
 
The implication that Belenky and Stanton’s work may have for transformative 
learning through the arts could be in the provision of art workshops or other art-making 
means.  Often, in the arts, there is a special soulful rapport that can occur between teacher 
and student.  This safe space of trust might serve to minimize the asymmetry between the 
teacher and the learner, thus potentially opening up dialogue that could lead to critical 
self-reflection and the changes in meaning-making frames that Mezirow (2000) suggests.   
Currently there appears to be a dearth of literature (especially empirical literature) 
that indicates art workshops or art means have been created for the express purpose of 
giving adult students—especially women and minorities— voice as a means of working 
towards transformative learning.  However, there does appear to be some growth in this 
area as there were a couple of experiential art workshop sessions at the 6th International 
Conference on Transformative Learning held in October, 2005 at Michigan State 
University.   
Transformative Learning Significance From Life Experience 
A study by Merriam and Clark, Learning from Life Experience: What Makes it 
Significant (1993), examines the underlying structure of the significance of life-
experience learning.  The authors seek to find why adults learn from certain experiences 
but nor from others, or among those experiences from which we learn, why some have a 
greater impact on us than others.  
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Findings revealed that the overwhelming majority of the learning experiences 
cited as significant were not formal education experiences but rather informal or life 
experience.  This surprised the authors, especially since the respondents were all chosen 
through formal continuing education programs.  Results showed that:  
For a learning experience to be considered significant it: (1) must personally 
affect the learner, and (2) be subjectively valued by the learner.  By personally 
affecting the learner, we mean that experience results in an expansion of skills, 
and abilities, sense of self or life perspective, or it precipitates a transformation 
that involves the whole person.  (Merriam & Clark, 1993, p. 133)   
 
The authors also found out that, although Mezirow originally spoke of a single or 
significant “disorienting dilemma,” a transformation can also come about through a 
gradual transformation over years (an observation also made by Daloz (2000)).  
The value in this study is the understanding of how many people may experience 
transformative learning outside of formal educational situations.  Also noteworthy is the 
importance of a sense of expansion of skills or abilities, and the sense of a self or life 
perspective that might allow transformative learning to emerge via art (usually initiated 
by critical reflection or an alterative experience as noted by Cranton or Dirkx).   
Many adults may engage in the arts as part of an informal, community adult 
education process, or learn through a more informal apprenticeship or one-on-one 
learning.  Others experience art by themselves, as a solitary expression.  It is important to 
recognize the more significant learning experiences that most of us encounter are 
informal or not within a formal classroom.  With this understanding we need to be aware 
of how transformative learning often may take place in non-academic settings. 
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Transformative Learning Through Group Learning 
Much of transformative learning theory is based upon the individual experience of 
deep and transformative learning, but Kasl and Elias (2000) propose that small groups 
can also learn as entities (p. 229).  Kasl and Elias subscribe to the idea of a group or 
collective mind that is analogous to our own individual minds.  While there is some value 
in this concept, the authors themselves, narrated personally positive and negative 
experiences in trying to create “a school with a school.”  While at first they saw great 
benefit in their group learning and collaborative processes that they believed led them to 
a high functioning and trustful place, they may have experienced the negative of “group 
think” by some of the other small group members of other groups within the school at 
large.  While transformative learning can occur individually or in the context of groups, 
as in the work of Dirkx and Boyd (1991) due to the psychological types of the composite 
group members  (Cranton, 2000) transformation still occurs to the individual, within the 
individual, not some nameless group entity such as a corporation or other group.   
Transformation through art could occur in a small group setting, or within a group 
as individual members could work with one another and support or facilitate their journey 
to transformation through art.  The individual members may even challenge group 
members thinking and help them to reflect upon their frames of reference while 
experiencing art, which could provide a concurrent portal to the unconscious, providing 
an outer and inner venue for change.  
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Expanding the Boundaries of Transformative Learning to Social Sustainability  
Patricia Cranton (2007) defines social sustainability, and then explores five 
interdependent views on transformative learning finally reflecting on how each view 
elucidates one’s comprehension of how knowledge about social sustainability is 
garnered.  For those who wonder why social sustainability is important, it is important for 
their own survival on this planet, and for the next generations’ survival, too.  Cranton 
cites work from the Hawke Institute of the University of South Australia, whose 
researchers see social sustainability as “a positive condition created by social institutions 
and policies” (Cranton, 2007, in press; retrieved October, 2006).   
Boyd and Myers (1988; Boyd, 1991) are cited by Cranton for their early work in 
transformation through symbols, images, and archetypes: the materials of the 
unconscious.  Dirkx (1997, 2001) is cited for more recent work in this area, as he has 
taken transformative learning beyond the ken of the rational approach.  Suggesting that 
transformative learning involves personal, emotional, spiritual, and imaginative ways of 
knowing, such as myth and storytelling, Dirkx suggests that these means provide for 
transformative learning through what Carl Jung (1964) called psychic structures, through 
our discernment of these psychic structures that make up our unique nature. 
Dirkx calls this work soul-work—a holistic, whole-person way.  This way 
requires a self-understanding of the anima and animus, ego, persona, shadow work and 
the collective unconscious.  This helps humans move beyond the conscious and cognitive 
work and complements rather than competes with the cognitive-rational approach, 
providing both an “above ground” and “below ground” approach where the blooms and 
rhizomes are both examined.  Using this knowledge, many mid-life adults might indeed 
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experience the deep transformation of life through expression of the unconscious in the 
process of making art. 
Implications for art at mid-life within transformative learning through social 
sustainability include an approach mentioned posited earlier by Dirkx (1997) mythos or 
soul, an extrarational perspective.  Cranton postulates “the extrarational perspective on 
transformative learning centers on the use of images and symbols.  Educators use arts-
based activities such as painting, drawing, sculpting, collage, scrapbooks, photography, 
and writing poetry and fiction” (Cranton, 2007, in press).  Cranton saw in her own 
teaching transformation of older adults through art.  “Letting ourselves go with images 
and fantasy can lead to a vision of how things could be, an integration of self and other 
and humanity, and to perspectives that could not be created through rational thought” 
(Cranton, 2007, in press).  Thus Cranton and Dirkx both appreciate the extrarational as a 
numinous way to personal transformation.  Through symbols, image and art, adults at 
mid-life may find a way for the Muses to enter and work through them, so that the 
imaginal process may facilitate their transformation both individually, and in the context 
of group and society. 
Transformative Learning Through Global Learning and Global Art  
Edmund O’Sullivan and his colleagues at the Ontario Institute for Studies in 
Education (OISE) created a new approach to transformative learning that considers 
transformative learning well beyond the original cognitive-rational meaning and extends 
transformative learning to a global level, encompassing global cultures, issues of 
privilege, feminism, race, and ecology.  He and his colleagues recognized an immediacy 
for deep, fundamental change that will bring us from the Cenozoic to the new era of what 
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he calls the “Ecozoic,” a period of great and fundamental change, characterized by 
working ourselves out of the techno-industrial model that has pervaded our culture for the 
last few hundred years and propelling us into a new time of global awareness and a sense 
of eco-community with our planet and all its life.  
What the group at OISE have elucidates upon is the idea that, overall, a global, 
ecological and cosmological orientation to transformative learning and transformative 
education may provide both an epistemological and ontological change, and will 
definitely require a change in pedagogy.  The very salvation of our planet may require the 
kind of transformation that O’Sullivan et al. suggest.  Art through nature and other 
means, including both the sensate from the world of phenomenology and the intuitive 
from the unconscious, may free us to both look within ourselves and connect with others 
in the world, and thus all change ourselves, and ultimately create new ways of seeing.  
Art may be the manifestation of this endeavor.  
Artists often create new and unusual works of art, both visual and musical, using 
ameliorations of various cultures, from West Africa and India, to the Celts.  Throughout 
the world, art serves as a vehicle for peace.  “Drama, art, dance, music and storytelling 
are used all over the world for peace-building, reconciliation, and trauma healing” 
(Goodman, 2002, p. 193). 
One researcher, Lisa Lipsett, reveals her approach to transformation through art in 
the context of a global, and sustainable world ecology.  “I have been painting 
spontaneously for three years now and have co-created hundreds of images.  Over this 
period, I have experienced the fear associated with trusting that the process will be safe 
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and nurturing…I continue to lean about the ways of the earth through painting and am in 
awe of its power” (Lipsett, 2002, p. 216). 
Lipsett recognizes the visceral connection between humankind and our earth; she 
speaks of creating painting and experiencing creativity through direct involvement with 
nature, through camping, hiking and other natural activities that combine reflection and 
soulfulness. 
Knowles and Cole, also in Edmund O’Sullivan’s Expanding the Boundaries of 
Transformative Learning, discuss the chasm between the academy and community.  
When they reflected upon how their one last surviving parent might understand their 
academic research, they recognized that:  
She would become excited about the researching stories that are told-finely tuned 
narratives of experience.  (Yes, she always liked a good story in which the 
inherent meaning was revealed in subtle ways.)  This was a process and mode she 
would really understand.  Kitchen tables were sites of storytelling and meaning 
making and work (but work predominated!).  And she would be enthralled by 
poetic and theatrical renderings of research.  She would probably even take notice 
of the visual articulations of inquiry that we pass her way; after all, her husband 
was an artist and she had some sense of art’s transforming power even though she 
herself did not necessarily subscribe or succumb to art’s possibilities.  She would 
have some kind of bodily and emotive response to our researching.  She might 
find it transformative.  (Knowles and Cole, 2002, p. 201) 
 
Knowles and Cole see the arts as a visceral means of transformation, and arts-
informed inquiry beyond the ken of just methodology or process or a way of doing 
something.  They have researched the arts as a powerful means of giving voice to people, 
to helping them express the soul, which especially may emerge at middle age.  Their 
examples of adults who have experienced art’s transformation in a myriad of settings and 
through a number of different ways provide support to how transformation through art 
can be such a powerful means of deep transformation. 
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This also has implications for mid-life individuals who can experience multi-
cultural art, and an incipient awareness of global sustainability, that could provide 
additional portals for transformative learning.  Imagine the implication on a global scale. 
Transformation Experienced Through Triggering Events 
 
This section of the literature review represents a change in focus.  Prior to this 
section, the literature review has been organized by theoretical approaches to 
transformative learning; this new section looks at “triggering events,” or the nature of the 
initiating event that led to transformative learning in many different cases.  The research 
articles included in this review are intended to provide a lens through which to 
understand the multiple and diverse catalysts that can initiate transformative learning. 
Transformative Learning Through Emancipatory Liberation and the Arts 
Paulo Freire (2002) is perhaps the first researcher to develop the modern concept 
of emancipatory education.  Freire found that many people from the margins became 
involved in leadership or education and realized that, although they initially described 
themselves as naïve, they started to “get critical” and then experience “an awakening of 
critical consciousness,” which, as Freire posits, “leads the way to the expression of social 
discontents precisely because these discontents are real components of an oppressive 
situation” (2002, p. 36). 
 Freire cites Hegel (1967) to support the notion that fear, of which a person may 
not be necessarily aware, can cause them to retreat through the “seeing of ghosts” (Freire, 
2002, p. 36) in an effort to find security, which is seen as an escape from freedom.  Hegel 
(1967, p. 233) asserts: “It is solely by risking life that freedom is obtained; . . . the 
individual who has not staked his or her life may, no doubt, be recognized as a person; 
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but he or she has not attained the truth of this recognition as an independent self-
consciousness” (as cited in Freire, 2002, p. 36).  This powerful quote captures the essence 
of Freire’s belief that the oppressed see themselves, as not in a no exit situation, but to 
realize they have a responsibility to step up to the oppressed, even putting their lives on 
the line.   
Only when the oppressed can “find the oppressor out and then become involved 
in the organized struggle for their liberation that they can begin to believe in themselves . 
. . this cannot be purely intellectual but must involve action; nor can it be merely limited 
to activism, but must include serious reflection: only then will it be a praxis” (Freire, 
2002, p. 65).  Freire’s thoughts on liberation, on emancipation, include a recursive model 
of thought, reflection and action; for it is through being aware of one’s oppression, and 
being aware that one can rise up against the oppressor, and win one’s freedom that they 
can achieve a true transformed state, when they will not be oppressed or an oppressor.  
Once people have been liberated themselves they will be truly transformed.  These three 
components of thought, reflection, and action make a contribution to Mezirow’s original 
theory and are also seen in other theories of transformative learning.   
Interestingly, Freire’s work is echoed in some of the muralist artists from Mexico, 
who considered themselves liberationists.  Diego Rivera, Jose Clemente Orozco and 
Davis Alfaro Siquieros. 
 In 1927 Jose Clemente Orozco came to the United States, and like Diego Rivera, 
was “fired with the spirit of the revolution that had swept Mexico before and during the 
First World War.  It is often said that these two muralists from ‘south of the border’ 
renewed American art”  (Arguelles, 1975, p. 243).  Diego Rivera believed that when 
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American art finally emerged, it would do so as an amalgamation of the indigenous 
peoples of Mexico, Central, and South America, and the industrial workers of North 
America.    
“If nothing else, Rivera has an acutely accurate vision of the hellish conditions of 
life in a technocracy.  In a mural executed at the New York Art Workers School after the 
Rockefeller incident, he painted a chillingly exact portrait of the present forms of slavery: 
wage, media, and political” (Arguelles, 1975, p. 244).   
While Rivera wanted to see the workers freed from his perception of slavery and 
subservience, he saw the world through two primary lens: capitalism and communism.  
While Rivera espoused change, and was willing to challenge the system, he seemed to 
lack the reflection and subsequent awareness, or the intuitive understanding that can lead 
to true transformation as opposed to change, even political social change.  A 
contemporary of his, Jose Clemente Orozco, painted work that was imbued with a 
numinous quality.   
Whatever political content Orozco’s murals have is part of a larger, mythic vision;  
unlike Rivera, Orozco was not misled by a dualistic belief in either communism 
or capitalism, and though he was far from insensitive to the oppression of the 
society around him, he placed it within the redeeming context of myth.  Where as  
Rivera remained engulfed in history, Orozco was able to transcend it; this alone 
places him in the company of the transformative visionaries.  For Orozco, as for 
all the other visionaries, class struggle was to be superseded by the apocalypse.  
(Arguelles, 1975, pp. 244-245) 
 
So while Rivera was heralded as one of the avatars of Mexican – American 
cultural revolution and social change through liberation, it was actually two other artists, 
Orozco and Tamayo who’s ideas and works exemplified transformative learning through 
both emancipation and through art. 
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Tamayo believed in the universality of painting, which put him in direct 
opposition to the other well-known group of Mexican artists of the time: the 
muralists Diego Rivera, Jose Clemente Orozco, and David Alfaro Siquieros.  
Tamayo’s modern styles made him a object of ridicule for the muralists, who felt 
that painting should continue to serve revolutionary ideals, even though the 
Mexican Revolution had occurred in 1910. Siquieros’s cry that "ours is the only 
path" caused the following retort from Tamayo in 1981 at a talk before the 
opening of the Rufino Tamayo Museum in Mexico City: "Can you believe that, to 
say that ours is the only path when the fundamental thing in art is freedom!  In art, 
there are millions of paths—as many paths as there are artists." 
 
Tamayo saw art as a process with manifold possibilities.  Art could bring people’s 
awareness and sensibilities to a level where they could actively engage and create their 
own realities or help others understand a collective reality, or use art as a truly 
transformative process.                                                              
Transformative Learning Through the Arts 
 While there are many ways of experiencing transformative learning, the arts 
represent a unique approach since they often involve non-cognitive, even irrational ways.  
They also use material that may bubble up from the unconscious, surprising us in what 
emerges that we can make sense of through creating.  The core of this research is about 
experiencing transformative learning through art, at mid-life.  
Knowles and Cole speak about arts-informed research:   
Unlike processes of qualitative research as articulated in the 1980s, for instance, 
which were more discreetly defined and “regulated,” eventually to be judged 
according to criteria grounded in positivism-reliability and validity, for example-
the organic and fluid nature of transformational research speaks of a different set 
of values.  Arts-informed research is based on a different frame, a different set of 
assumptions from traditional, qualitative inquiry processes.  It is not highly 
structured or prescriptive, it is organic and emergent.  It is about alternative ways 
of coming to know and of dispersing or sharing that knowledge.  (Knowles and 
Cole, 2002, p. 210) 
 
 Suzi Gablik posits that we are in a transitory time, both globally and as 
individuals.  As an artist with interests that include psychology and mythos, Gablik 
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suggests that art is “about reframing,” one of the cardinal beliefs of transformative 
learning.  (Gablik, 1991, p. 7) 
“Making and finding meaning through art is a transformative experience” 
(Lawrence-Lightfoot & Hoffman Davis, 1997, p. 35.).  Art as a way of knowing 
transcends both our internal and external selves.  It is a numinous process, often through 
the emergence of archetypes, symbols, and other unconscious material.  Once we work 
with these primordial materials, they may effect long lasting and deep transformation 
upon our lives.  This section will discuss extant research that supports this view of art and 
makes a claim for the impact of the arts on transformative learning.   
Philosophical and Theoretical Support for Arts-Based Research  
 There is a natural connection between the concept of transformative learning and 
the learning and growth experiences that can happen within the context of therapy.  In 
fact, many individuals who find themselves in deeply transformative learning experiences 
may seek therapeutic modalities to help them come to terms with dramatic changes in 
their lives.  Within the context of this study, the arts are central to transformative learning 
in midlife.  Therefore some of the literature from the creative arts therapies will be 
developed to establish a further articulation of the connections between transformative 
learning and the arts.   
Carolyn Kenny’s (2006) field of play is the phenomenologically based 
philosophical and theoretical underpinning for the research methodology of this paper, in 
the context of Sarah Lawrence Lightfoot’s portraiture.  Kenny’s work is explained and 
her grounding in phenomenology is made clear. 
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 Kenny (2006) speaks to the way that the arts can create epiphanies that bring forth 
transformation and change.  Dane Rudyar (1929) extolled artists to: 
Bring forth symbolical utterances emanating this really human spirituality.  This 
an only be accomplished if the Artists themselves are tuned to their spiritual 
Centers, only if they themselves become to some extent, actually if not 
necessarily in full mental consciousness, incarnations of the God within.  
(Aruelles, 1975, p. 232) 
   
“Like Jung’s rediscovery of the mandala, and Yeat’s Great Wheel, Rudyar’s 12 
house horoscope provided a form for regeneration and ultimately the inherent wholeness 
of an individual entity” (Arguelles, 1975, p. 232). 
Since we know from Jungian studies that archetypes are energy systems (Hollis, 
2000, p. 10), we might understand: 
Art is a function of energy.  Given the unity of humankind as a single planetary 
organism, art is the expressive connective tissue binding together the individual 
organisms through energy transformations focused in the emotional centers of 
those organisms…Properly catalyzed through form, rhythm, color, light, sound, 
and movement, emotional energy is directly related to the establishment of a 
dynamic equilibrium with the other forces of the phenomenal world, from the 
microscopic to the galactic levels.  (Arguelles, 1984, p. 147)  
 
As a practicing music therapist, Kenny resonated with Arguelles’ work so that she 
understood the principle of his work.  “This was another key to the mystery of the 
relationship between music and life” (Kenny, 2006, p. 3). 
 Kenny (2006) views the death-rebirth myth as “the healing agent in music” (p. 5).  
This concept underlies her philosophy as music (and all art) as transformative and 
therapeutic.  From her first-hand work with Joseph Campbell, as well as other studies, 
she understands the critical importance of this cycle of death and rebirth both in music 
therapy and in life.  She contrasts the distinction between our modern positivist world of 
precise measurements, labs and the mechanical with the world of mythos—of 
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imagination and the numinous.  Kenny (2006, p. 5) references Cornelia Dimmitt-Church, 
who provides a contemporary interpretation of myth.  Kenny sees Dimmitt-Church 
identifying myth as a man-made mode of experience and expression that emerges from 
the soulful side of our brain, the symbolic or archetypal, as opposed to our logical and 
rational.  
While many music and art therapists focus on cognitive psychology or a medical 
model or treatments, others realize the importance of healing that comes from a mythical, 
instinctual framework of archetypes, symbols, and the ineffable.  This way honors a 
connection to others, regardless of their illness or issues.  Kenny reminds us of the 
importance of rituals and ceremonies in transformation.  She notes, “Transformation is a 
basic concept meaning only that something or someone dies and something or someone is 
reborn” (Kenny, 2006, p. 6).  Kenny’s philosophy is based on the death-rebirth myth and 
the musical process of myth, tension, resolution, and reflection.  “Music becomes a 
vehicle for the myth” (Kenny, 2006, p. 6) and music may express the myth through sense 
perception.  Kenny quotes Levi-Straus (1967), who views music and myth as intertwined: 
Music and myth, while both untranslatable into terms other than themselves, are 
basically structural, the component parts of each are infinitely convertible, each 
within its own sphere.  Each contains a basic dichotomy, theme, counter theme, 
both of which can be inverted, rhythmically distorted, modally transformed into 
or presented in a new timbre.  (as cited in Kenny, 2006, p. 7). 
 
Other art forms have similar structures, also analogous to myth, yet within their own 
spheres, too.  Music and the other arts transcend our earth and serve as portals to the 
unconscious. 
June Singer (1998), Jungian analyst and scholar, states:  
Music and art serve as gatekeepers to the invisible world.  By releasing the 
individual from the strictures of words, they allow the imagination to play with 
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sound and image.  When play is unstructured it provides many openings for the 
unplanned and the unexpected.  Poetry falls into this group also, as do some forms 
of fiction and drama.  When these are more evocative than descriptive, they invite 
us into the mysteries.  (Singer, 1998, p. 36) 
 
Singer recognizes the quality of the arts to transcend words, to connect with us in 
ways that are deep inside us.  She understands our connection to creativity, flexibility, 
and health.  Within this underlying philosophy, not only is music considered a means of 
participating in the death-rebirth myth, but also all of art in its myriad forms.  It may 
appear as sounds and notes woven in the matrix of music, or in the colors, juxtaposition 
of shapes, and symbols of visual art.  The grace of bodies dancing can bring forth the 
death-rebirth myth through performance art.  Poetry or storytelling, providing words and 
intonation as descriptors, can move us into this phantom-like mythological state of 
transformation. 
An underlying theory for art as a vehicle or mechanism for transformation may be 
found in Kenny’s work (2006) on music therapy.  In research conducted by Kenny on the 
origins of the theories of music therapy (2006), she describes the original work by E. 
Thayer Gaston, whose work was grounded in the scientific theory and behaviorism, yet 
included “the seeds of music therapy” (Kenny, 2006).  Kenny notes that Gaston’s use of 
the processes used in music therapy uniquely take place by “uniquely involving (author’s 
italics) the individual within the experience of the structure, experience in self-
organization and experience in relating to others” (Gaston, p. 44, as cited in Kenny, 2006, 
p. 88).  Kenny then describes her concept of a theory of music therapy that could also 
readily be applied to the transformative power of all of the arts.  This theory of Kenny’s, 
called the “the field of play,” is inclusive and has at its heart the desire and light to see the 
amelioration of art and science, or what Arguelles calls, “psyche and techne” (Argüelles, 
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1975, p. 6).  The term psyche refers to “soul” and the ancient gods of the arts and techne 
refers to our technical Western approach to life through the empirical sciences and 
technology. 
Reviewing the context for music therapy and its origins, it has evolved relatively 
recently as a discipline; however many ancients were aware of music’s healing power 
and ethnographers and anthropologists have found evidence of this, as it also has been 
found in literature. 
One of the early music therapists, Helen Bonny (1984), realized that the field was 
orienting further towards the medical model and forged a new direction based upon 
consciousness and spirituality.  Bonny later integrated consciousness and spirit with 
medicine and science, thus bringing those historically disparate poles into an alignment.  
Kenny sees this convergence as the creation of a field for therapy, where the therapist and 
client can come together in a safe place provided by the music therapist, and engage in 
the “environment.” 
The time/space of musical improvisation is a synthesizing time and space in 
which a person is naturally drawn to give form and pattern through musical 
expression.  There is randomness and waiting and receiving the authentic forms of 
human movement [sic] which are both mirrored and actualized through rhythm, 
melody, dynamics, etc . . . The musical improvisation encourages a person to 
identify a pattern or way of organizing which has personal significance and 
meaning for the music maker.  Within the improvisation, this field of being and 
acting in sound, ideas and feelings are allowed to float freely until the deep 
natural patterns emerge.  In this way, the Music Therapist creates an environment, 
a ritual space.  (Kenny, 2006, p. 89)  
 
Music, like the visual and performance arts, often requires a symbolic language 
all its own.  Kenny’s field theory for music therapy, or the “field of play,” offers a 
platform that all of the arts can use, in the sense that for arts to become transformative to 
the creators-whether therapists, patients, or everyday middle-aged experiential artists-
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they must draw from both the sciences and the arts.  For example, in the science of light 
wave lengths and our optic nerve receptors, the signals of color and shape are received at 
the retina through the cornea, lens and aqueous humor, and are then absorbed by the rod 
cells, receiving light and dark, and the myriad tones of gray.  Next, the cones pick up and 
separate millions of colors at the retina, the Omnimax of the eyeball, then transmit via the 
optic nerve to the brain’s optic chiasm, where the picture received is inverted so that we 
see the image as it is, and the eye images are synchronized.  Our science might also 
include understanding sound, its nature, frequency and wavelengths, intonation, timbre 
and pitch—how the brain processes sound after it enters the outer and middle ear, to 
finally enter the supple membrane on the fluid-filled cochlea, and vibrate thousands of 
cilia that are wired to varying frequencies, until the auditory nerve delivers them to the 
brain.  Science can also include the often, ineffectual application of hard science 
methodologies and measurement techniques that are not adequate to capture or explain 
the complexities found in human behavior, thought and feeling. 
The art side is the ephemeral, feminine, or psyche.  Intuition, feelings of what 
works, and what does not work, are all bound into art.  “Art is born from STRUGGLE 
[sic] and touches an anonymous center.  Art is inexplicable and has a dream power that 
radiates from the night mind.  It unleashes something ancient, dark, and mysterious into 
the world.  It conducts a fresh light” (Hirsch, 2002, p. xi).   
The mystery of art, its lightness, and darkness, all provide a means for entering 
into an inner world where connection is possible with the unconscious.  What we find 
emerge from our internal state can be made manifest in our work.  This process may also 
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be a means of self-transformation, and a process of healing through bringing the light and 
dark to wholeness.  
Kenny (2006) posits that her field theory is built upon a base of philosophy, of 
phenomenology, that asks “why?”   
Many of the disciplines that address human suffering tend to ignore the intimate 
connections between philosophy, theory, and practice.  Sometimes in the face of 
burning issues of human needs our awareness of these necessary links is pushed 
aside for more practical considerations.  Subsequently, over time, we are left with 
ungrounded architectural structures and techniques of practice without meaning . . 
. There is a constant creative movement between philosophy, theory, and practice 
that keeps discipline secure and capable of ongoing change in the work.  One 
springs out of the other.  Each adjusts and learns from the others.  (p. 92)  
 
Kenny speaks of the importance of the idea that “the heart and soul of our 
philosophy and theory come forth to serve as the wellspring of our practice” (p. 92).  She 
then describes the dilemma of philosophy: “the intimate, soulful and creative movements 
are sometimes difficult to remember because of the issues of explicit activity . . . Our 
philosophy is the source and therefore the cause of many of our actions in our work.  It 
informs our decisions” (Kenny, 2006, p. 92).  For music therapy and art to have a 
transformative power in changing human beings, it is important to think of Kuhn’s theory 
of tacit knowing as “shared possessions of the members of a successful group” (Kenny, 
2006, p. 93).  These “exemplars” can lead to sharing of thought and the creation of theory 
based on shared intuitive knowledge from praxis.   
Therefore research into the arts would naturally be tinted with artistic reflection.  
Eisner made an interesting point in his comparison between scientific and artistic 
approaches to research when he claimed that any artistic approach to research is 
fundamentally associated with the discovery of meaning, not necessarily truth . . . 
Truth implies singularity and monopoly.  Meaning implies relativism and 
diversity.  (Kenny, 2006, p. 93) 
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Phenomenology. 
For a philosophical underpinning, Kenny’s field of play, like most theories of art, 
draws heavily from phenomenology, since it is concerned with direct experience of 
something.  Since its focus is upon examining the appearance and description of things 
description of things, it works well for all of the arts.  Kenny notes, “Merleau-Ponty 
describes phenomenology as the study of essences…  He saw all the efforts of 
phenomenology being to reestablish an earlier direct and primal contact with the world” 
(2006, p. 23).  This is reminiscent of some of Rousseau’s thinking many years before the 
field of play theory looks at the philosophical connections between mind, sensation, and 
body, then at the inclusion of consciousness.  Sensations include color, taste, pattern, and 
sound, etc. while mind represents our cognitive processes and how we process 
information, make sense of it, etc.  Kenny views the body as our subjective self that 
provides for us a vessel for experiencing life (Kenny, 2006). 
Grossman (1984) defined phenomenology as consciousness.  This is a kind of 
awareness that emerges from “direct experience.”  Grossman alluded to that “non-mental 
world” that always lies beyond our grasp, since “the self and the world are beyond our 
reach, But in the middle, between the two, dwells consciousness in splendid lucidity” (as 
cited in Kenny, 2006, p. 95).  This sacred intersection crosses through the senses so we 
may pass through what Huxley (1954) called, “the doors of perception” (book title).  
Kenny’s theory incorporates consciousness as a liberation element that becomes cross-
categorical, spreading to sensation; she views it as an “interaction between sensation and 
consciousness between the physical and the mental, which can trigger awareness, growth 
and change” (Kenny, 2006, p. 95).    
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As important as phenomenology is to an understanding of Kenny’s field theory, 
so too is the awareness that hermeneutics play a role as well.  The next section examines 
the role of hermeneutics in Kenny’s approach. 
Hermeneutics. 
Kenny’s theory acknowledges the importance of hermeneutics in the arts 
therapies, since it is the science of interpretation.  She reminds us that while we do our 
work, we do so against a background of which we may be dimly aware, then turn 
willfully to those elements from this global tapestry where we need to focus our attention 
at particular times when it may be helpful or important for us to tune-in to some of those 
interrelated projects, tasks or other items.   
Hermeneutics supposes that it is through reflection on this Gestalt that we 
interpret our experience- always keeping an eye out for this whole, yet in direct relation 
to experience: e.g. in the “ready to hand” mode (Kenny, 2006, p. 96).  This represents a 
systems principle, part of the overall philosophical and theoretical approach to music 
therapy, art therapy and meaning-making activity from the arts, as viewed through the 
lens of Kenny’s theory, which also includes heuristic inquiry, that is, the disclosure of 
truth as well as understanding.  A systems approach represents inclusion and 
interconnection. 
Systems approach. 
 “Systems thinking is a vehicle for man to appreciate and define his link to nature, 
and to use that vision as a constant reference point in the design of natural structures for 
any human event” (Kenny, 2006, p. 97).  Arguelles advanced a concept of systems based 
upon primordial order as suggested by Eliade, (Arguelles, 1985), when he suggested that 
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we collectively have lost the sense of natural order through what he names holonomic 
amnesia.  We can only recover this missing sense through what Arguelles called 
aboriginal continuity, an intuitive level of awareness holding the sense and structure of 
the primordial order, the order prior to the technological advance.  Arguelles suggests 
that only through retaining this earlier consciousness can we become civilized and 
advance, that this sense is a critical complement to techne, or the products of what we do 
through technology (Kenny, 2006, p. 97).   
The aboriginal continuity is a pre-techne means that needs to be experienced before 
techne. 
Field theory. 
Field theory is seen as a category of systems thinking.  Kenny asserts that field theory 
provides a means for force resolution and provides a context for a systemic approach: 
 
A field theory describes the ways in which the forces are resolved, that is, how the 
impact of the various forces continually balance out and what path a system 
follows in its response to those forces . . . Field thinking represents the position of 
maximum independence among elements.  The field theory is expressed in 
formative terms, that is, in terms of patterns, relations, and ratios as opposed to 
numbers and processes as opposed to objects affecting each other.  (Kenny, 2006, 
p. 97)  
 
Field thinking evolved “from a concern for biological phenomena, the sense of 
unity of man with the ecology and the sense of deep interrelatedness of the 
elements of a living organism- particularly human . . . In the 1940’s Kurt Lewin 
attempted to design field theories for social science . . . but his work was not 
generally accepted due to the climate of the psychological sciences.  (Kenny, 
2006, p. 98) 
   
As Kenny mentions, Lewin delved into field thinking, and he developed the idea 
of using force field analysis of social systems in the context of opposing and restraining 
forces; this analysis provided a base for problem analysis and development of processes 
to increase momentum of driving forces while reducing restraining forces, thus 
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unfreezing movement.  While a field may be considered within the context of an 
abstraction, it also often brings to mind a physical field, one in which we can “play.”  
“The field of play contains four interactive elements or fields: ritual, a particular 
state of consciousness, power, creative process [sic].  These fields overlap to also create 
conditions and relationships that develop the potential of the field of play over time” 
(Kenny, 2006, p. 107).  This field of play provides repeated forms through each session 
of work between therapist and individual; hopefully, these forms are repeated and 
constant, forming the base for a safe haven for work and play.  Also, ritual forms may 
emerge synergistically, allowing participants to improvise, whether in music or art.  
Kenny elaborates on the four interactive elements of her theory: 
Ritual interplays with aesthetic, the musical (or art) space, and the field of play, 
representing an organic process…  Power is the result of a relationship between 
will and receptivity, which yields inner motivation and action (thus critical to 
human growth) …  Creative process is last in the model; this is a result of the 
interplay among all of the elements, yet is both process and product.  (Kenny, 
2006, p. 107)  
 
Whether in music, visual art, or performance art, the field of play provides a 
combination of praxis and scholarship to build upon.  Ritual, space, connection, and 
creativity all come forth to allow for consciousness to emerge.  This is important since art 
is a symbolic based phenomena using symbols, archetypes and non-linguistic based 
means of creating and interpreting.  The field of play provides a sacred space for holding 
many elements, as well as providing for a means to allow for healing and consciousness 
to emerge from the symbolic, and to connect to the conscious of daily awareness. 
Concepts and Examples of Arts as Transformative Learning 
 
A number of scholars, artists, and researchers understand the wholeness and 
meaning making of art.  They are also familiar with the numinous quality of art and how 
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it has origins for many of us through the inexplicable yearnings and materials that emerge 
from the unconscious.  Carolyn Kenny, Patricia Cranton, John Dirkx, Maxine Greene, 
Randee Lipson Lawrence, and Howard Gardner, all have an understanding of the 
integrative power and transformative potential of art.  This section of this dissertation 
contains an overview of the arts literature where the landscape for arts based 
transformation is set.  A review of what scholars and practitioners think constitute the 
nature of the arts and the potential implication for arts to have a role in transformative 
learning are reviewed, followed by a section on images, symbols and archetypes.  Finally, 
this section will close with concepts and examples of the arts as means of transformative 
learning, providing lived experiences from the literature.  
In the context of teachers facilitating transformative learning through the arts, 
educator and artist, Maxine Greene (1995) asserts, “We who are teachers would have to 
accommodate ourselves to live as clerks or functionaries if we did not have in mind a 
quest for a better state of things for those we teach and for the world we all share” (p. 1).  
Greene identifies herself in her multiple roles—woman, mother, teacher, citizen, activist, 
and art lover, as well as a white, middle-class American.  She situates herself in her work 
and speaks of art as a transformative agent.   
Not always but often sometimes, the extent to which we grasp another’s world 
depends on our existing ability to make poetic use of our imagination, to bring 
into being the “as if” worlds created by writers, painters, sculptors, filmmakers, 
choreographers, and composers, and to be in the same manner a participant in 
artists’ worlds’ reaching far back and ahead in time.  (Greene, 1995, p. 4) 
 
Greene notes that informed encounters with the arts may lead to what she calls a 
“startling defamiliarization” of the commonplace.  This experience may be quite a bit like 
what Mezirow calls a “disorienting dilemma,” an experience that may induce the process 
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of transformative learning.  It can be something immediate and visceral, or something 
that challenges us over time.  Greene reminds us that “at the very least, participatory 
involvement with the many forms of art can enable us to see more in our experience, to 
hear more on normally unheard frequencies, to become conscious of what daily routines 
have obscured, what habit and convention have suppressed” (Greene, 1995, p. 123). 
In his work, The Arts and Human Development, Howard Gardner (1973) 
discusses how psychologists have tried to test artists for creativity, using tests to measure 
convergence and divergence, to see if artists truly are different from most people.  Results 
are difficult to interpret, since instruments are often faulty.  Also, we must ask, would we 
rather have a laundry list of divergent thoughts, or a few divergent thoughts of 
considerable quality?  How do we measure quality?  Some artists may not even care to 
participate or prefer to “reject the whole problem or task, or who discovers new tasks, 
rather than the one who is skillful at solving puzzles conjured up by a psychologist” 
(Gardner, 1973, p. 13). 
The philosopher Cassirer and his followers, notably Suzanne Langre, offer 
another variant of “mind” psychology, which emphasizes the uniquely human 
capacity to employ symbolic forms.  According to this view, human knowledge is 
inseparable from the ability to make abstractions, to capture and convey their 
content in symbol systems such as music, painting, and formal or natural 
languages.  The arts have their evolutionary origins in the first generalized 
categories, which the primitive man extracts or, better, constructs from his 
experience and makes the foundation for his language, myths and rituals; they 
represent men’s efforts to control elements of these experiences, to give meaning 
to their private and social lives, to correlate subjective consciousness with 
material objects.  (Gardner, 1973, p. 14) 
 
Gardner (1973) goes on to describe how Langer looks for a full philosophy “upon the 
basic tendency of organic matter to pulsate, to assume rhythmic patterns, to achieve a 
balanced form, and ultimately to feel.  All these ways of feeling have characteristic forms 
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. . .” (p. 15).  Gardner then notes the close resemblance between this artistic way of being 
and the amazing resemblance to biological processes, “growth, motion, development and 
decline” (1973, p. 15)—processes analogous to Kenny’s death-rebirth myth cycle.  
Gardner describes how art is approached differently by various schools of psychology, 
philosophy, the artists, and the public.  
One of the unique qualities about art is its universal evocation from all world 
cultures, and its transportability, or way of being received, by many disparate cultures, 
where people resonate to the call of art, often through the unconscious.  Because art is 
such a powerful force in so many of our lives, it has the capability for inducing deep and 
long-lasting change within us.  It often calls forth the ineffable from within.  It creates 
moods, senses, hope, joy, serenity and deep reflection, as well as melancholy.   
Lipson Lawrence (2005) notes that, although the notion of a fine arts curriculum 
is widely accepted within the academy, there has been little research and publication on 
“using artistic expression in mainstream adult and higher education” (p. 8).  She also 
reminds us of the implication for adult education:   
Incorporating various art forms—poetry, drama, music, literature, visual art, and 
others—into the practice of adult education provides tremendous potential to 
enhance both teaching and learning . . . the payoff for such risk taking is that more 
of our human potential is activated as we continue to learn how to learn.  (Lipson 
Lawrence, 2005, p. 10) 
 
Transformative learning can also include imagination and come about through 
imagination (Mezirow & Associates, 2000).  Lipson Lawrence (2005) cites Baron and 
Eisner as pioneers in arts-based research “who agree that rationalist modes of inquiry 
have served to suppress artistic modes of expression” (p. 4).  Often, educators try to get 
learners to use only a narrative approach as a means of expression.  Doing so does not 
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provide a richness or depth of communication or expression that could be done through 
artistic means, including dance, poetry, visual art, music, and storytelling. 
 Maxine Greene (1995) reiterates the power of art within the hermeneutic 
phenomenological framework in her Releasing the Imagination.  She writes of 
participatory involvement via the arts: 
At the very least, participatory involvement with the many forms of art can enable 
us to see more in our experience to hear more on normally unheard frequencies, 
to become conscious of what daily routines have obscured, what habit and 
convention have suppressed.  (Greene, 1995, p. 123) 
 
Greene (1995) also speaks of the healing power of arts, the ability of the arts to help us 
better understand and appreciate the human condition. 
The following sections will examine various forms of art through which 
transformative learning has come about through connection between individuals engaged 
with the arts and their inner as well as outer growth.  There are many different forms and 
mediums of art; all have the potential to promote transformative learning, if the 
participant is willing to allow the ineffable to flow from the unconscious into conscious; 
and if they are willing to challenge their own previously held assumptions about the 
world. 
Transformative Learning Through Images, Imagination, Symbols, and Archetypes 
Concepts such as images, imagination, and symbols are all conceived of as some 
researchers as art forms that can lead to a transformative experience.  This section 
examines some specific examples of such. 
Reflecting back on her life as an art student, artist, art therapist, wife, and mother, 
Pat Allen thought about why she kept a record of her inner images over her lifetime.   
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My existence was marginal, uncompelling, because my feelings, necessary for a 
sense of meaning, were missing.  Art making is my way of bringing soul back 
into my life.  Soul is the place where the messiness of life is tolerated, where 
feelings animate the narration of life, where story exists.  Soul is the place where I 
am replenished and can experience both gardens and graveyards.  Art is my way 
of knowing who I am . . . I don’t believe that art cures or fixes; rather it restores 
the connection to soul, which is always waiting to be reclaimed.  (Allen, 1995, p. 
ix) 
 
Allen notes that creating images are a way of boundary breaking, getting rid of 
outdated ideas, and preparing for the birthing of something new.  “It is a form of practice, 
through which, like any spiritual discipline, knowledge of ourselves can ripen into 
wisdom” (Allen, 1995, p. x).  Thus Allen resonates to Dirkx’ concept of soul and 
Kenny’s concept of the birth and death cycle. 
Working with images is different than using words; although words may often 
provide a means for us to visualize within our own minds images of people and places we 
meet through the written word, images—visual or auditory—are visceral.   
Carl Jung (1964) stresses the importance of symbols, whether word or image: 
Thus a word or an image is symbolic when it implies something more than the 
obvious and immediate meaning.  It has a wider “unconscious” aspect that is 
never precisely defined or fully explained.  Nor can one hope to define or explain 
it.  As the mind explores the symbol, it is led to ideas that lie beyond the grasp of 
reason . . . because there are innumerable things beyond the range of human 
understanding, we constantly use symbolic terms to represent concepts that we 
cannot define or fully comprehend.  This is one reason why all religions employ 
symbolic language or images.  But this conscious use of symbols is only one 
aspect of a psychological fact of great importance: Man also produces symbols 
unconsciously and spontaneously, in the form of dreams.  (Jung, 1964, p. 4) 
 
Dirkx (1997) posits that learning through soul—the way of mythos, not logos—is another 
way of experiencing transformative learning.   
Images bring us closer to learning through soul, giving voice to underlying myths, 
that, when recognized, can illuminate aspects of our world not visible through the 
language of logos . . . Experiences of mystery—birth and death, incomprehensible 
tragedies, love, and separation—open up a realm of being that is barely visible to 
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our waking ego consciousness.  It is this realm of being that [sic] is expressed in 
learning through soul.  (Dirkx, 1997, p. 82) 
 
Dirkx understands symbols, archetypes, and myths.  These are the elementals that 
provide rich material for creation and creative process.  As Dirkx (1997) reminds us, “A 
holistic conception of transformative learning involves an understanding of the self 
through spiritual, emotional, and mythological dimensions of experience.  It is grounded 
in the idea of archetype or soul consciousness” (p. 79).  
Underlying much myth is the journey of the hero, when someone from 
community has a vision or desires to go on a quest, looking for something of great value.  
Society warns the individual of the dangers, and of the social issues for challenging the 
social system, but the hero is drawn inexorably, like the moon draws the ocean.  The hero 
engages in some disorienting dilemmas and may try and refuse the call, but she or he will 
finally heed the call and face dangers, finds unanticipated support, experiences the 
ultimate success after being tested, succeeding at the supreme ordeal that the hero will 
face in the same way that Jason, The Fellowship of the Ring, Harry Potter, Hermione 
Granger, and many mythological heroes do.  Finally in the end, the hero returns, changed 
and recognizing ultimately that much of the great value sought appears within the hero.  
Also, society recognizes the hero and may see them differently as they have indeed 
changed, or they may not, in which case the hero knows they have been transformed.  
Getting involved with art is like entering this journey; it may lead one to great 
transformation through transformative learning from the magical, mythical and hidden. 
Constructivist, active and experiential forms of teaching and learning, marked by 
high levels of uncertainty, ambiguity, contradiction, and paradox, invite 
expressions of the soul.  The wholeness of the learners’ lives—not just their 
heads—are brought into the circle, and the group itself comes into being an entity.  
(Dirkx, 1997, p. 82)   
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This is a big change from the traditional adult learning through lecture, using logos, or 
the head, as a means of learning.  Pat Allen (1995), artist, art therapist, and professor, 
calls us to the depths of our imagination within our deepest self, at soul level: 
“Imagination is the deepest voice of the soul and can be heard only through cultivation 
and careful attention.  A relationship with our imagination is a relationship with our 
deepest self” (p. 3). 
When we make these depth connections we may experience a profound level of 
reflection upon the incipient or nascent images and thoughts that emerge through the 
mists of the collective unconscious or imaginal awareness.  Along with archetypes, or 
ancient representations of universal themes throughout all cultures, symbols need to be 
examined in the role of transformative learning through art.  Archetypes are a form of 
energy found at the collective unconsciousness level.  Archetypal energy may come forth 
as a manifest archetype, in a form through which we may be familiar, such as a king, 
queen, witch, or healer.  As people age, they may become more aware of both the 
symbols’ obvious representation and the inner, or sometimes hidden, meaning.  This is 
one reason why mid-life offers such a unique opportunity for possibly experiencing 
transformative learning through art; one may have a new frame of symbolic reference 
from which to gain new insights and ways of understanding. 
Both archetypes and symbols are important in understanding transformation 
through art.  Often, we find the soulful way of transformative learning (Dirkx, 1997) 
precipitated by our response, either conscious or unconscious, to a manifest archetype or 
symbol.  Symbols are ubiquitous to our world; they are found everywhere.  One of the 
interesting qualities of symbols is that they often possess both an overt, obvious shape 
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and sometimes an obvious meaning yet they also often also possess an inner, or 
sometimes covert meaning, which may not always be apparent.  Both are 
representational.  They may be man-made, occur in nature, and may also arise from our 
personal unconscious or our collective unconscious.  
Wallace and Lorenz (2005) address the meaningfulness of symbols in their work 
on the role of archetype and symbols within the context of transformative learning: 
An example of a symbol that has caught the attention and imagination of 
westerners is the Holy Grail.  Most of us are familiar with the grail as a goblet, 
either the fine crystal goblet of Wagner’s opera. . .  To approach the meaning of 
this symbol, one must look for common factors, in this case the fact that in all 
examples mentioned, the grail is a vessel.  While often imagined as a chalice, it is 
seen as a magical platter of creating delicious food in Chretien De Troyes (1991) 
Arthurian Romances.  However, the fact that the grail is a vessel still 
circumambulates around the core truth—a vessel can be just that, something we 
use to cook in or drink from . . . the contents of the grail, get closer to the meaning 
of this symbol.  
In the context of Transformative Learning, we can gain insight and 
understanding about ourselves, through becoming aware of archetypes and 
symbols, so that when we resonate to certain images that we see, dream or think 
of, we can try and make meaning of them in the context of getting both their 
collective unconscious meaning and the personal meaning for us, in our lives.  
(Wallace & Lorenz, 2005, p.  3) 
 
As we experience work with symbols, dreams, and manifest archetypes we may 
find ourselves becoming more aware of our inner selves, and more aware of others and 
our relationship to them.   
Working with symbols, dreams and archetypes through art can be an excellent 
way to start the journey of the hero, to start what Marcia Clasgens (2003) calls The Short 
Strip- Getting Rid of Old Layers.”  It is the awareness of one’s own sacredness and 
inherent goodness, of being a worthwhile and deserving individual that may lead us, no 
matter where we have found ourselves in life, to a point when “you are giving yourself 
reality may say: ‘Oh, no!  I have always had reality’”  (2003, p. 15).  Clasgens then asks 
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“if you have a deeper reality, why is it that you so often let other people and their 
priorities step all over your priorities?  Why is it that you let other people tell you to do 
things that you can feel inside are not right for you?”  (2003, p. 15).  This kind of work 
with symbols, archetypes and dreams can help us all to be more open and authentic and 
thus live better lives; all good outcomes for transformative learning.  It is the getting in 
touch with the authentic self, and becoming aware of following one’s own path.  
Art through mythos, and the connection between art and science in our world. 
Many artists and musicians see art as the ephemeral portal between what we know 
as reality and the world of spirit.  Almost completely throughout the 20th century, science 
reigned supreme, and Western culture seemed to become unbalanced, losing the 
feminine, thus losing the mystery and magic.  Now the pendulum swings back, centering, 
allowing for the balance of the two.  McConeghey (2003) asserts that this recognition of 
both sides is important in understanding the transformative dimensions of all art:   
For all its play and imagination, nothing is more important to the lives of us all 
than art.  It is the only thing that speaks directly to the soul, unless you would 
consider religion, which, when understood [sic] as an affair of the soul, is 
inseparable from art—art and religion are two sides of the coin. (p. iv) 
 
Arguelles frames an understanding of what the loss of art will mean for Western culture, 
if Westerners only accept and legitimize science and technology.  In 1968, after leaving 
the academy and immersing himself in the chaos of the “electronic culture gone mad, the 
strange enchantment of drugs, of occult murmurings, of sciences and literatures never 
touched upon in the classroom” (Arguelles, 1975, p. 2, 3), Arguelles cut loose and started 
painting from his soul. 
In the spring of 1968 I wrote, in a fit of enthusiasm, a brief paper entitled “Art in a 
Period of Transition: The Dawn of New Magic.”  This paper announced the 
central themes of The Transformative Vision: history as a mythic cycle, the 
transcendence of reason, and the visionary role of the artist.  (Arguelles, 1975,  
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p. 3)  
 
This was a time of great internal transformation as Arguelles experienced a 
profound internal change in how he perceived art, moving from the shock of seeing some 
of his contemporaries only perceive the visual arts as style, to a deeper understanding of 
art as a spiritual expression—a view he credits to the influence of art historian Wilhelm 
Worringer, who suggested the concept of moving art history from “objects of perception 
to perception itself” (Arguelles, 1975, p. 2).  Arguelles saw “art as the perfect marriage of 
psychic impulse and technical implementation: “Since the fullness of life is defined no 
differently, the resolution is not a conclusion but a beginning” (Arguelles, 1975, p. 4). 
“Creative processes can be applied to anything” (Kenny, 2006, p. 39).  Not only 
within the sphere of music, but across all of the arts, painting, pottery, stained glass, 
drawing or performance arts, creative processes can be used.   
One of the keys to the philosophy of Kenny’s (2006) death-rebirth myth cycle is 
the holistic focus of knowing when to create privately, or individually, and when to create 
within a small group, or collaborate.  The persons creating need to decide for themselves 
what will help them; and in cases of music or art therapy, the therapist needs to create a 
safe place for the creators to create.  Kenny cites Eastern philosophy (Buddhism and 
Gurdjieff) and the Christian process of baptism as “being born again by dying to original 
sin” (Kenny, 2006, p. 25) as examples of symbols of birth/death/rebirth.  She also uses 
the example of the symbols evident in the Navaho culture: “The symbolic process of 
death and rebirth is found wherever there is a life crisis necessitating rites of 
transformation rechanneling psychic energy from old patterns to more functional new 
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ones” (Kenny, 2006, p. 25).  This understanding of the death-rebirth myth unites artists 
with all others, from the past and now.  
While this section focuses on the imaginal, it is important, too, to add a small 
section on creativity, since it is often seen as both a process and a state.  The New 
College Edition of The American Heritage Dictionary of the American Language (1975) 
defines creation as “An original product of human invention or imagination; a work.”  
Creative is defined in the same book as “Characterized by originality and expressiveness, 
imaginative.”  Creativity in this context is a form of using one’s imagination, one’s 
resources to make something, whether it is a simple musical composition, a black and 
white photograph, or a flute solo.  It could also be a patchwork quilt or abstract painting.  
The end product is not the focus, but rather the process of using imagination and 
resources to allow the Muses to enter via the subconscious and work through us.   
The Kenny Model of Creativity was developed from work done to provide a 
model to help mental health professionals recognize that: 
The arts provide powerful ways in which to focus and clarify ‘pictures,’ whether 
in sound, movement, color, or shape.  This is particularly true in the spectrum of 
emotions.  (Kenny, 2006, p. 17) 
 
“The model suggests an inward and outward movement where all of the elements feed 
creativity and, in turn, are fed by creativity” (Kenny, 2006, p. 17).  To the left and right 
are boons that cultures’ provide to patients as support.  This model was developed for 
music therapy - especially for use with people experiencing intense suffering within 
indigenous communities.  It is important to remember that while creativity resides within 
all of us, creative people generally live a life of “being drawn to tensions” (Kenny, 2006, 
p. 16).  These tensions are often born at the same time, and may be held by the artist 
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without having to be resolved, thus freeing them to experience paradox, while paradox 
brings others to seek help.  The model may be helpful in providing a lens through which 
to view creativity, but a caution needs to be made to consider the context in which the 
model was conceived.  Two primary conditions for creativity include: imagination and 
free association, so that one may either suddenly feel the excitement of a new idea 
seemingly coming from nowhere, or the ability to connect all of the current and 
seemingly irrelevant available material into a new and previously unrecognized 
configuration.   
Creativity needs a quick revisit here to remind us of how important it is to serving as 
a healthy means of working with archetypal and symbolic material that may help us make 
new meaning from our world, and thus engage in what could be a process leading us to a 
possible permanent state of transformative learning. 
 
Figure 2.02 KENNY Model of Creativity 
 
   Freedom  responsibility for self 
 
spiritual realizations     action and self expression  
        
philosophical realizations     innovation, thought and  
       behavior 
 
    choice  self determination 
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Kenny shows us a diagram of her theory (above) of creativity.  It is a dynamic process 
that works two ways between all of the characteristics and its sum whole.  Creativity at 
its best may require freedom, spiritual realizations, philosophical realizations, choice, 
self-determination, innovation, thought and behavior, as well as action, self-expression 
and responsibility for self.  Many of these characteristics are found in transformative 
learning theory.  Creativity may exist anywhere there are humans; it is a function of the 
human spirit and may grow amid metaphorical rocks and in metaphorical winters. 
Death and rebirth – a creative process. 
 Kenny’s conception of the great death-rebirth myth led her to create what she 
calls the mythic artery.   
However the Death-Rebirth Myth in Music does not represent a new technique, 
but rather an approach, an attitude, a belief.  It can be employed with almost any 
technique . . . It is the subconscious, the preconscious, the primitive-the dreamlife 
of the music therapist.  It carries us back to-the metaphoric mind and our intuitive 
sensibilities.  (Kenny, 2006, p. 8)   
 
In other words, this is part of how art can transform us: art can provide a structured, semi-
structured, or unconsciously structured approach to transformative learning. 
Jung (1958) goes so far as to posit that great art and myth are inextricably linked. 
Great art till [sic] now has always derived its fruitfulness from the myth, from the 
unconscious process of symbolization which continues through the ages and 
which, as the primordial manifestation of the human spirit, will continue to be the 
root of all creation in the future.  (p. 122) 
 
Jung also warns of what modern art may bring to society: alienation, fragmentation, and 
breakdown (Jung, 1958).  Jung (1958) foresaw a fragmentation of our societies, a move 
towards chaos and a development of an art form (modern art) that required the artist to 
interpret the work to the public.  The work often lacked creativity and seemed to foretell 
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some of the alienation that many of us experience today.  While Jung recognized 
problems with modern art, Kenny notes the importance of art in the ancient world: 
One of the original purposes of ritual in ancient civilizations was to order the life 
of the community in harmony with the forces of nature.  We presently need this 
type of ritual in our daily lives.  Ritual reminds us of our place in the order of all 
things.  Music reminds us.  The four elements in ritual and music that encourage 
harmonic insight are: 1.)  patterns, 2.) processes, 3.) images, and 4.) symbols. 
(Kenny, 2006, p. 39) 
 
All four of these elements can also apply to all of the other arts.  For humanity to 
experience the deep transformative learning power of the arts, humans need to create 
ritual in how they express themselves through art, and remember that all people are 
potential artists.  The ancient world and much of our pre-WWI world created art that in 
many cases, still exists today and still creates a resonance within us.  Perhaps because the 
artists drew something out of their inner selves that we can all identify with maybe 
through symbols or manifested results from archetype material, the vestige of a forgotten 
dream or something such as a Mandela that we can reflect upon. 
Art as multiple meaning and transformation. 
 While art is often seen as an area of aesthetics, it is also is important to recognize 
art’s role as a movement in the pursuit of meaning.  It is largely in this “art as meaning-
making” that art may provide a means for adults to learn from themselves.  
In the creative process, all of the psyche’s manifestations freely interact without a 
priori judgments.  If we step out of the oppositional perspective, the angel and the 
demon are necessary partners in creation . . . For thousands of years the daimon, 
closely related to soul, has been known as the movement, or force of creation. 
(McNiff, 1992, p. 89)   
 
While the daimon can influence all human beings, there is something unique in 
how it may influence mid-life adults, who have a certain lived experience that is not 
usually present with younger people, for it can work through both our lived experience 
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and unconscious.  Our concern here is with art as a means to create movement and 
meaning. 
Malchiodi (2002) says, “I have also been fortunate and humbled to witness many 
individuals’ experiences of art making and personal transformation” (p. 51).  Art 
therapists and artists London and Segal (1989) created an art class, during which they 
saw the importance of the disorienting dilemma to art. 
Creative encounters differ substantially from the usual art lessons or art projects 
encountered in art schools.  These encounters are initiated by first having an 
authentic encounter with a significant event, question, or issue, one that demands 
a full, reflective response.  The ultimate issue, always at the center of each such 
experience, is “Who [sic] am I”.  (London, 1989, p. xv) 
   
Peter London also notes the impact this process had on the students:  
Encounters sought to challenge the student in such a fashion as to require 
introspection for their full and necessary creative response.  In the process of 
drawing from within for the sources of their visual expression, participants began 
to uncover their artistic self, dormant and neglected as it may have been.  The 
awakening of this artistic and visually minded self brought about an invigorated 
imagery, deeper at the root and higher in ambition.  (London, 1989, p. iv.)  
 
Art provides a portal to enter the sacred.  It offers a way of connecting with the 
archetypical world of the collective unconscious and our inner soul.  This essential 
connection provides a venue for creativity to emerge in a way that can be both healing 
and transformative. 
Art as a means of transformation—multicultural approach. 
The principle suggested by Mezirow of the importance of learning context for 
transformative learning may have implications for the role of the arts in such 
transformation because of the consideration of the arts in cultural contexts.  Knowing this 
may open up learners to discovering other cultures or lead them to question some of their 
previously held cultural beliefs and perhaps gain insight from other cultures.  Not only 
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are the arts considered a viable form of legitimate expression in our culture but also as a 
world, we are becoming more open to “what art is.”  At one time, the academy made a 
distinctive claim upon what art could or couldn’t be, and today that has changed 
tremendously. 
In the arts, thanks to the multicultural boom of the late 80’s and early 90’s (the 
“next wave” after that of the late 60’s and early 70’s), things are easier because 
there is less resistance to the success of the artists of color.  Things are perhaps 
harder because art-world success exacerbates individualism and diminishes 
communal energy . . . A richly woven fabric of cultures is better than a thin 
veneer of ethnic distain or faked accord.  (Lippard, 2000, p. v.)   
 
Researcher Lippard (2000) discusses a young Chicano man who contacts her as 
he pays homage to fellow Chicano artists, as well as African-American artists that he has 
discovered in his work at a prestigious eastern college.  Artist and art therapist Pat Allen 
(1995) discusses her artistic inspiration from her working-class Chicago background for 
some of her personally transformative work.  These are examples of art emerging from 
sources not always respected by the art establishment in the past.  Because of arts 
emergence within so many cultural contexts, it may be seen as a major means of 
transformative learning by the increasingly greater participation of mid-life adults of 
different cultures. 
 Writer Maxine Greene (1995) notes the contemporary focus on measurable 
results, world-class achievement and benchmarks, a desire to identify variables that are 
measurable, and to evaluate our students’ success in learning based on metrics, as if 
learning in elementary, middle and high schools were a factory process.  
For students, knowing that they may be considered a general resource rather than 
an individual, who may have different values and ways of learning than those espoused 
by the educational establishment, the result could be anger, or contempt.  This is also 
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quite often seen in the adult learner, who once in a classroom or learning situation, 
remembers her or his earlier experience, from years before and may once again 
experience anger, contempt, or shame. 
Greene posits: 
It is my conviction that informed engagements with the several arts is the most  
likely mode of releasing our students (or any person’s) imaginative capacity and 
giving it play . . . Without spending reflective time, without tutoring in or 
exposure to or dialogue about the arts, people merely seek the right labels, seek 
out work by artists they heard they should see. (Greene, 1995, p. 125) 
 
Greene (1995) discusses how important art is as an avenue for imagination: 
I also begin to seek out ways in which the arts, in particular, can release 
imagination to open new perspectives, to identify alternatives.  The vistas that 
might open, the connections that might be made, are experiential phenomena; our 
encounters with the world become newly informed.  When they do, they offer 
new lens through which to look out at and interpret the educational acts that keep 
human beings and cultures alive.  (Greene, 1995, pp. 17–18) 
 
This creation of a new lens through which to see, the reflection to which Greene 
alludes, may be considered in the context of transformative learning, where one’s frames 
of reference are examined, reflected upon and perhaps changed.   
Greene ties art and imagination directly into what we know as transformative 
learning when she speaks about the following that addresses formation of frames of 
reference: 
If those children do have the imagination to adjust to what they gradually find out 
about the intersubjective world as they move further and further from the views of 
their original home, they are bound to reinterpret their early experiences, perhaps 
to see the course of their lives as carrying out the possible (among numerous 
possibilities) rather than the necessary.  (Greene, 1995, p. 21) 
  
What is exciting about Greene’s thoughts, are the possibilities for transformative learning 
to occur even during adolescence, since older children could, through art, experience 
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imagination and creativity that might cause them to continually reevaluate their frames of 
reference. 
Greene brings together Freire’s (2002) work on the oppressed with literary work 
by Alice Walker, Virginia Woolf, and Emily Dickinson as a way to visualize how today’s 
society is undergoing continual change, and how art may provide a means to understand 
and rise above the bewildering sense of lack of power that many feel.  Art may provide a 
sense of connection to both our inner selves as well as others. 
Transformation through painting. 
 Painting as a form of art can also provide an avenue to transformative learning.   
For adults, transformative learning through the arts may come out of a 
disorienting dilemma (an often-noticed requirement for transformative learning), as an 
unexpected synchronicity as in the case of surgeon, Joe Wilder, or as an ineffable 
yearning from deep inside. 
In her book The Fountain of Age (1993), Betty Friedan provides an account of a 
middle-aged surgeon, Joe Wilder, who experienced profound transformation through art.  
Wilder dates his “real life” as starting not with his career, but with an emergency phone 
call, when the comedian Zero Mostel, run over by a bus and taken to the emergency room 
for amputation of his severely crippled leg, refused surgery.  Four more major operations 
and six months later, Mostel thanked Wilder for saving his leg by “upbraiding him for 
being a workaholic” (Friedan, 1993, p. 247).  “Come to my studio and draw on Saturday 
afternoons,” Mostel commanded.  Though a famous actor, Mostel was a serious painter.  
Wilder recalled: 
I knew next to nothing about art.  My life up to that moment was family 
and friends, sports, surgery, and being an “Indian Chief.”  He threw me a 
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sketchpad and a piece of charcoal and shouted, “Draw!”  A striking nude 
model was on the pedestal . . . [sic] Three hours later I walked out in a 
daze, clutching my sketchpad like a newfound gold treasure.  I was both 
exhilarated and frightened.  I knew a door deep inside had been snapped 
open, and I could feel a dammed-up flood of emotions about to cascade.  I 
was on the brink of a whole [sic] new world.  The not knowing was as 
exciting as the knowing.”  (Friedan, 1993, pp.  247–248) 
 
  Wilder later went on to create his own studio and ultimately transformed himself 
through his involvement with art, recognizing that he wanted to depict athletes in action, 
an interest that wove his new love for art with his lifelong interest in athletics and sports.  
He became an accomplished artist, even after his surgical retirement. 
In this story there is some evidence tying Wilder’s experience to Mezirow’s 
theory of transformative learning.  Wilder’s account of his experience in the arts reveals a 
number of potential qualities of transformative learning.  First, he experienced a 
disorienting dilemma: being commanded to an art studio and finding fulfillment in art.  
Second, he reframed his former epistemological view (“I wasn’t an artist . . .”) and also 
realized the need for art and its role as a balance to his stressful, very structured job.  
Third, he engaged in some reflection after his experience with art.  Also, Wilder 
continued painting and work through art as a way of perhaps making meaning in his life, 
at middle age, in a different way than he had done so as a surgeon.  The experience of 
painting was very liberating and personal for Wilder, and it may have connected him with 
symbolic imagery, the collective unconscious, and archetypes. 
Karen Scott-Hoy wrote of her meaning making through what she calls “artistic 
evocative autoethnography” (2003, p. 268).  She perceives this as both a process and a 
product.  As she invites the reader to be privy to the process as she paints an oil painting, 
she shares with the reader her personality; historical roots; spiritual, moral and ethical 
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beliefs; physical body; and senses.  She finds a transformative learning experience 
through symbols, through knowing her inner self, and through her dream interpretation.  
She speaks of being stripped of pretense, of being authentic and vulnerable.  She 
discovers that form carries experience.  She crosses boundaries of culture, remembering 
her experience working in eye clinics with the ni-Vanuatu people of a small island in the 
South-West Pacific. 
 Sharing her frustrations, fears, joys and pain, she underwent deep transformation 
as the painting came to fruition.  The final canvas is of her and a ni-Vanuatu woman 
sharing the canvas.  Before finishing the painting, she had said “Well, ‘form is usually 
thought of us a noun—the products made by both artists and scientists’ [Eisner, 1985, p. 
7], but thinking of the word as a verb helps us to recognize that knowledge is made, or 
formed . . . (Scott-Hoy, 2003, p. 270).  She borrowed a notion from Dewey (1934) that 
“form carries the experience not as vehicles carry goods, but as a mother carries a baby 
when the baby is part of her own organism” (as cited in Scott-Hoy, 2003, p. 270).  That 
quote from Dewey inspired her painting, which started with two canvases, one to show a 
ni-Vanuatu woman, the other herself.   
Indeed, the “other” she saw is in the contextualization of the anthropologic other, 
the other who may be native or non-native, but who is not us, unless they are our shadow 
or our dream self.  When she made her painting she was pregnant, so she decided to 
remove any pretense and paint herself naked.  She brushed in her pregnant belly and 
planned to put in the gap, where she left space, a portrait of herself working at her easel.  
It did not feel right.  She wanted to show both the product and the process from her cross-
cultural work.  Soon she grabbed another canvas board and easel, placing it side by side 
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with her current one.  She then painted the other, a pregnant ni-Vanuatu woman.  She saw 
the two women standing: ni-Vanuatu and Australian.  As she responded to her inner 
tensions of who she was, she developed a place in each painting for the other.  Scott-Hoy 
then painted a part of herself in the bathroom mirror that she realized, as the researcher, 
that she could not see but the audience could.   
Soon she created a mind-to-mind connection between herself and the ni-Vanuatu 
woman.  She then painted another connection, language.   
I was constantly struggling to translate what I had learned back into English, 
endeavoring to understand concepts and expressions that lost meaning in the 
translation.  It did not surprise me that in representing my experience, I was 
resisting the urge to use words.  In choosing to paint, I had discovered that I was 
able to tap into deeply personal, emotional experience, using a consciousness that 
did not rely on words but a language, which is a sensual one, “a language of felt 
experience” (Cameron, 1992, p. 21).  I thought of the stories we had told one 
another, not just from the mouth, but from the heart. (Scott-Hoy, 2003, p. 274)   
 
Scott-Hoy speaks then of her realization of the failure of her initial attempt to 
paint what she felt, because she knew that to take out the heart and hide it was a lie.  
Karen Scott-Hoy felt a satisfaction when she linked the paintings together with thread.  
Reflecting upon her work, she realized the impact on her life of what her painting meant 
and how she experienced an inner transformation from her work.   
Scott-Hoy’s age was not revealed, so whether or not she has achieved middle age 
is unknown (and where does the nebulous line for middle age start?).  However, it is 
apparent that Scott-Hoy experienced some sort of significant self -transformative learning 
through her art.   
 Lipson Lawrence (2005) mentions how possibilities arise as one gains access to 
her or his inner reservoir of knowing.  This knowledge often presents itself as intuition, 
which comes to us metaphorically in the form of symbol and imagery.  Emergent 
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knowledge is discussed through the understanding and interpretation of dreams both 
individually and collectively.  Experiential painting, for example, is a method of 
unearthing holistic (encompassing cognitive, affective and spiritual) knowing through 
focus on process rather than product.  Tapping into these hidden dimensions of knowing 
may promote transformative learning through self-knowledge, possibly lead to informed 
decision-making and perhaps promote personal and global healing. 
Lipson Lawrence (2005b) cites Shilling (2002), who offers what various art forms 
may provide: “The voices of the past as they speak through us” (as cited in Lipson 
Lawrence, 2005b, p. 309).  Dreams and the expressive arts provide a mechanism to tap 
into the intergenerational knowledge to promote personal and collective transformation.  
How can one reach into the wisdom and knowledge that lies within the deepest soul?  
Dreamwork, experiential painting, and personal stories are some of the ways that Lipson 
Lawrence suggests.  Lipson Lawrence has adopted a process developed by Cassou and 
Cubley (1995) called “The Painting Experience.”  People instinctively and imaginatively 
let imagery well up from within.  The process of emergent unconscious is what is 
important.  The outcome is not important for it is the process that is the focus.  There are 
no rules or regulations around how it is done.   
Lipson Lawrence facilitates combination dreamwork/painting workshops that 
provide participants with a meaning-making way for them to reflect upon their dreams, 
through having them try to paint the dream, then ask other participants to share their 
sense of the painting and their collective insights.  Lipson Lawrence’s approach is 
supported by work by Jung, Dirkx and others, who place so much emphasis on 
transformative learning through the arts; yet, there are no specifics in her study on mid-
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life adults, thus again proving the relevance of and need for a study such as mine on the 
impact of art as transformation on mid-life adults.  
Transformation through music. 
Music is another powerfully transformative art.  It can evoke strong and powerful 
emotions and help us grow into a deeper and more meaningful understanding of our 
world, which is one of the major goals of transformative learning.  In her work in music 
therapy, Kenny pondered the role of music in creating the death-rebirth cycle of 
transformation through art:  
Why do patients in two psychiatric clinics in the Health Sciences Centre Hospital 
at the University of British Columbia, in Vancouver, British Columbia, in the 
majority, consistently over a two year period, express and communicate themes of 
death and rebirth regardless of which music therapy technique is employed?  This 
particular question catapulted me into the mythic dimension—a study of 
transformation, ancient healing rituals, the enduring developmental patterns of 
human nature over time and a Master’s thesis entitled ‘The Death and Rebirth 
Myth as the Healing Agent in Music.’  This work, in turn, led to The Mythic 
Artery: The Magic of Music Therapy.  (Kenny, 1989, p. 3)   
 
Lems (2005) describes the experience of some of her adult students, supporting 
the concept of the powerful impact music can have on transformation:  
I’ve watched a tough Ukrainian mechanic with dirty fingernails transformed into 
a compelling, soulful singer before his astonished classmates.  I‘ve seen a shy 
young Chinese woman, covering her mouth as she laughed, finally stand and sing 
a Chinese folk song with spirit.  (p. 13)   
 
Transformation through photography. 
Autophotography is an amalgamation of photography and autobiography to 
release individual and group potential in a twelve-year participatory community.  
Armstrong (2005) uses this process and describes it as follows:  
A person interprets the content of photographs (these are ones that the person may 
have taken and have personal meaning to them or one’s they are asked to interpret 
and critically reflect on) of both people and places that are actual or metaphoric 
  
   87
examples of his or her life world.  These critical reflections are then shared with a 
group of people trained to raise critical questions about what they see or sense in 
the photographs.  (Armstrong, 2005, p. 34)  
 
  Shortly after enacting the process Armstrong describes, the participants are 
encouraged to share their critical reflections with the group, at which point the epiphany 
may occur.  Although this may be stimulating to evoke thoughts, feelings or content from 
the unconscious, whether it would be transformative might depend upon the individual, 
the meaning making for them, and whether they are experiencing any disorienting 
dilemmas.   
Photography is also used as a means for transformative learning in Gallo’s (2001) 
study.  Gallo developed an ethnographic case study for an English as a Second Language 
(ESL) curriculum based on learner-generated photography “and the ways in which 
gaining confidence in written and spoken English in the classroom transforms other 
aspects of learners’ lives” (Gallo, 2001, p. 109).  In this project, autodocumentary photos 
were used as a basis for generating themes and facilitating communications about 
common concerns for a multilingual, multicultural group of immigrant workers at a high-
tech manufacturing plant in the Midwestern United States (Gallo, 2001).  The twenty-
three workers, from Columbia, the former Yugoslavia, Mexico, and Vietnam, were given 
cameras for taking auto documentary photographs, tape recorders, and access to 
computers in order to send their photos to friends and family.  
Results revealed an overall greater effort by foreign workers to master and use 
English, especially with each other and native-born co-workers.  Photography as a 
transforming process empowered the workers, giving them a way to share their lives and 
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families with co-workers; this, in turn, led to a greater awareness and appreciation for 
immigrant workers as human beings by their co-workers.   
The author cited evidence of five transformative learning outcomes by the 
participants including communication, critical reflection, community building, 
knowledge creation, and change making.  Gallo cites the failure of current rote 
memorization and subsequent failure of acquisition of discrete skills.  She sees these 
methods as barriers to authentic learning.  Gallo suggests that learning should emphasize 
critical thinking, problem solving, and creativity that challenge the status quo. 
Transformation through theater. 
Like music and photography, theater may provide a means for transformative 
learning.  Two research projects revealed transformative learning through theater as adult 
education.  In his work with the creation of theater that illuminates the North American 
stigma against mental disorders, Noble (2005) discusses his own background, “growing 
up poor, as the gay son of an immigrant mother in Eastern Canada, now living in Western 
Canada, I have become aware of many sources of invisibility that become repressed, 
ignored, and devalued” (p. 45).   
Noble discusses the transformative power of what he calls “interstanding,” or 
knowledge acts that emerge among bodies.  “Performative inquiry is used here as a way 
to make sense of the linkages and insight that mark ‘paths by walking’ …  Process and 
awareness emerge through unexpected twists and turns of the collective inquiry” (Noble, 
2005, p. 48). 
Noble saw a huge transformative potential in his concept of interstanding, a 
means to cross over to create community and inner change through performance.  Noble 
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created a research project bringing mental health counselors together with clients to 
create and perform together in theater.  One of the outcomes Noble noted was the 
“empowerment” of the members of the theater who were clients, who became 
empowered and strong by seeing themselves stay with a project for such a long time.  It 
provided a transformation for the counselors to be led rather than lead.   
The work of Jonathan Neelands (2004) provides another example of 
transformation through theater.  Neelands researched the importance of a teacher’s 
expectation of transformation through drama, rather than being surprised by 
transformation through drama.  Neelands noted a cultural tradition that 
drama/theater/performance will be transformative; in some cultures, performance may 
only serve as entertainment.   
He notes:  
It is a sine qua non in different domains of performance and cultures of 
performance that within the event of artistic performance there will be 
partial or total transformations of time, space and human presence for 
instance . . . there is also a tradition in structuralist anthropology, deriving 
from the work of Levi-Strauss, Van Gennep, and Eliades, of ascribing 
‘actual’ inter- and intra-personal transformations in the social domain to 
rituals, rites, and performances amongst peoples living on the ‘outside of 
modernity’ to use Spivak’s phrase. (Neelands, 2004, p. 49)   
 
In Western modernity there is a history of giving personal and social 
transformations to drama and other kinds of ‘artistic’ experiences.  Students may know 
that assuming roles and imagining themselves’ to be someone else may take them beyond 
themselves and thus transform themselves personally in terms of time, space, gesture, 
voice and movement.  How can this be?  Does this roll over into a larger, meta-socio-
cultural domain?   
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Neelands quotes Freire (1970), and invokes the pedagogy of the oppressed to 
make an echo within the arts as in the way of learning a la Freire.  Neelands brings in 
Foucault (1980) and Fanon (1967) to discuss the importance of the pre-condition 
necessary for transformative change through the arts, especially drama, “to a commitment 
to artistic/pedagogic positions that insist on a change of balance and contra-flow in the 
normal power equation” (Neelands, 2004, p. 52).   
From post modernism to post colonialism and empowerment of marginal people, 
acting and drama provide venues for change at the individual level of transformation as 
well as a larger societal one.  So once again, it becomes evident that transformative 
learning through the dramatic arts may provide a venue for the other to emerge from 
those who are in the margins or looking for voice, as well as provide a means of dramatic 
expression that could lead to reflection, reframing, and a new way of seeing the world.  
Transformation through narrative and storytelling. 
Storytelling and narrative can also be powerful tools for engaging in a 
transformative learning experience via art.  Pauline James (1997) describes a participative 
action research study in a course to prepare secondary teachers of technology studies; the 
participants were groups of older male adults with a trade background who were now 
trying to become teachers.   
She noted that whilst the former tradespeople were actively engaged in trying to become 
teachers, they seemed to have developed both a resistance and negativism towards their 
course work.  James’ study looked at the tension between respecting the former 
tradespeoples’ culture and an openness to provide opportunity for transformative 
learning.  Studies reveal that tradespeople transitioning to teaching often experience 
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significant anxiety.  They also may have a difficult time adapting to and identifying with 
the teaching profession.  Often, their behavior in the classroom may be very authoritarian, 
and the students of the tradespeople turned instructors, especially young women, may 
suffer from poor self-esteem as a result.  To develop an action research study to address 
these issues, James designed a study where three narrative groups were formed.  She 
made one of the stories about a man much like themselves.  Role-plays, discussion, 
problem-solving and small group work were all components of the course.  While other 
future teachers found the course helpful and valuable, the first group of the adult former 
tradespeople responded to the course in a negative way.  James found the majority 
displaying resistance, although a few rebels managed to learn in spite of the larger group.  
James found storytelling a useful mechanism: the first group members used it to reinforce 
their tradesperson belief system and values.  James realized the potential importance of 
story so she authored a narrative about a, “good bloke” like themselves, who experienced 
a disorienting dilemma trying to balance the multiple often competing roles of their lives.  
In her two additional groups, the results exceeded her expectations, since the story of a 
“guy like them” provided a powerful discussion source.  One participant wrote, “In the 
early stages I was apprehensive . . . As your classes unfolded, I grew in confidence 
realizing that we are all in the same situation, going through a big transformation from 
tradesmen to teacher” (James, 1997, p. 139).  James found perspective transformation 
beginning to occur.  James recognized the “narrative as a resource for providing the 
conditions under which, as people reflexively monitored their actions within the group, 
new action choices to others could be made” (1997, p. 139).   
Under conditions of mutual empathy and acceptance of the need for 
change, critical reflection on current beliefs and practices was able to 
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proceed unhindered.  Open discussion took place in which innovative 
people were no longer ‘silenced’ as had previously occurred in exchanges 
in Group A, her first group.  (James, 1997, p. 140)   
 
Story can be a very powerful method of transformation, especially when 
combined with a supportive environment that allows for open discussion.  Creative 
narrative hearkens to both soulfulness and lived experience, and thus may explain why it 
resonates with so many as a means of transformative learning. 
 The last several sections have examined various forms of art as ways of possibly 
experiencing transformative learning.  Transformative learning is such that we cannot 
predict the precise conditions for it to occur, nor can we anticipate who will experience it, 
nor through what means.  From what we know of transformative learning, in its expanded 
theoretical approach as well as in practice, we may know of certain modes of inquiry, 
certain means that may favor transformation to occur.  The focus of this dissertation and 
literature review is discovering art as a transformative learning process at mid-life.  The 
research presented in this section has illustrated that many forms of art such as music, 
theater, narrative, and symbols can all provide a means through which a person can 
experience a transformation.   
Summary of the Literature Review: Adult Development, Transformative Learning and Art 
 This chapter has examined the extant literature salient to the present study.  The 
focus has been on research in three areas: adult development (especially mid-life), 
transformative learning, and art.  The available research gives the present study much 
from which to draw, yet also leaves open a space for examination of the intersection of 
these three important research areas. 
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Whereas most of the researchers in the area of life span development and aging 
consider the process as a linear one, or cyclical within a linear context, others provide an 
constructive-developmental model in nature and follow an increasing masterly level over 
time, and within the context of the lived culture, and its affect upon the adult learner.  
Seminal figures in adult development including: Friedan (1993), Levinson (1978), 
Sheehy (1995), Cohen (2000), Ulanov & Ulanov (1991), Hollis (2000), and Jung (1991).  
All provide either soulful approaches to adult development through psyche and the 
unconscious, or examples of mid-life and older human beings who were able to learn new 
skills, make contributions to society, and engage in active learning, thus disputing the 
commonly held belief that older adults are not as capable of learning as younger adults.  
Many mid-life adults, as they become integrated, experience profound transformation 
during this period of their lives.  Transformative learning may provide them with a new 
way of being, of questioning, and of thinking.  Todd Lubart and Robert Sternberg (1998) 
comment on Longfellow’s poem, Morituri Salutamus, and how: 
It touches on three aspects of life span creativity in his poem.  First, he notes that 
some individuals produce creative work in late life.  These “exceptions,” 
however, are contrasted with a basic decline in creativity with age.  The poem 
ends by noting that creative work may also take a different form in old age as 
compared to youthful productions.  (Lubart & Sternberg, 1998, p. 21, 22) 
 
 Art is the means for the unconscious, the hidden, or seen to become expressed.  It 
is non-verbal, symbolic and conveys both universal elements and elements that arouse us 
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Chapter Three 
Review of Purpose and Goals, Study 
 
As the ideas for this proposed dissertation evolved, it became apparent that a 
qualitative methodology would be most appropriate since the purpose of this research is 
to understand how three particular participants might experience transformative learning 
at mid-life through the arts.  Findings from the literature review reveal that a 
collaborative process of learning from the participants while engaging in research makes 
the most sense for this study.  All of the empirical studies included in the review of 
literature related to this field of inquiry are qualitative, and a number of them are 
phenomenological, as the researchers strove to carefully describe evidence of 
transformative learning in many of the participants with whom they worked.  Because 
transformative learning is a theory in progress, it is being studied from a number of 
perspectives. 
The purpose of this study was to richly describe how the middle-aged participants 
make meaning from their lives as artists, having either taken up art in mid-life or re-
engaged with art at mid-life.  The goal was to interview the participants, “listen for a 
story” (Lawrence-Lightfoot & Hoffman Davis, 1997, p. 12), collect, and analyze the data, 
then write a rich description, or “portrait,” of the participants’ experiences.  The data has 
been examined for evidence of possible transformative learning through participants’ 
engagement with the arts.  Portraiture as an approach honors the participants and provides 
an elaborate textural background for uncovering the richness of the participants’ lived 
experience. 
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The goal of this research study was to uncover the critical lived experience of 
mid-life adults who may have experienced significant transformation through art; the 
study is a descriptive, phenomenological, hermeneutic inquiry using the art and science 
of portraiture, a methodology developed by Sara Lawrence-Lightfoot (1997).  The 
remainder of this chapter creates the context for the study by describing the following: 
reasons for choosing the art and science of portraiture as a phenomenological research 
method; an overview of portraiture and relevance to this study; the research design and 
research activities; and the evaluative criteria for this research. 
In order to fully understand how portraiture and hermeneutics are linked, the 
historical background of hermeneutics must first be presented, including its role in the 
creation of the phenomenological movement.  
“The term hermeneutics covers both the first order and second order theory of 
understanding and interpretation of linguistic and non-linguistic expressions” (Stanford, 
2005, p. 1).  Hermeneutics goes all the way back to ancient Greece, as a theory of 
interpretation.  Stanford (2005) reveals that Plato and, later, Aristotle used the term and  
“with the Stoics, and their reflections on the interpretation of myth, do we encounter 
something like a methodological awareness of the problems of textual understanding” (p. 
2).  Stanford (2005) notes that Augustine established the universality claim of 
hermeneutics, “which came from a connection that Augustine established between 
language and interpretation” (Stanford, 2005, p. 4).  When German Romanticism evolved 
in the mid-nineteenth century, hermeneutics became philosophical.  Freiderich 
Schleiermacher, Wilhelm Dilthey, and others started asking questions about symbolic 
communication.   
  
   96
It is from the descriptive orientation of hermeneutics that phenomenology was 
born, as means to supplement the quantitative or “hard sciences.”  While for many years, 
supporters of “hard science” tried to create objective research, using labs and 
mathematics as a way to objectify and remove themselves from any form of subjectivity, 
Edmund Husserl, often considered the modern father of phenomenology, recognized that 
regardless of our desire for objectivity, we needed to ground ourselves as researchers in 
acknowledging our own subjectivity as a source for objective research.  “In the early 
stages of his project, Husserl spoke of the world of experience (the ‘phenomenological’ 
world) as a thoroughly subjective realm” (Abram, 1996, p. 36).  He saw this realm as a 
wholly mental dimension, experienced by a “transcendental mind or ego” (p. 36).  
Charged with solipsism by his critics, Husserl modified his theory to include 
consideration of outside bodies. 
How does our subjective experience enable us to recognize the reality of 
other selves, other experiencing beings?  The solution seemed to implicate 
the body—one’s own as well as that of the other- as a singularly important 
structure within the phenomenological field.  The body is that mysterious 
and multifaceted phenomenon that seems always to accompany one’s 
awareness, and indeed, to be the very location of one’s awareness within 
the field of appearances.  Yet the phenomenal field also contains many 
other bodies, other forms that move and gesture in a fashion similar to 
one’s own.  While one’s own body is experienced, as it were, only from 
within, these other bodies are experienced from outside; one can vary 
one’s distance from these bodies and can move around them, while this is 
impossible in relation to one’s own body.  (Abram, 1996, p. 37) 
 
  Husserl realized that there was a connection between our own bodies and others’ 
bodies, so that while we may experience our “ownness” from within ourselves, we can 
recognize and empathize with others since they too inhabit bodies, much like ours.  This 
recognition by Husserl provided the basis for his concept of intersubjectivity.  These 
intersubjective experiences can include those between our consciousness and 
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unconsciousness as well as those experiences that we observe, such as a tree blowing in 
the wind.  This connects us to the event, but we have no control over it.   
Husserl’s notion of intersubjectivity suggested a remarkable new interpretation of 
the so-called ‘objective world.’  For the conventional contrast between 
‘subjective’ and ‘objective’ realities could now be reframed as a contrast within 
the subjective field of experience itself—as the felt contrast between subjective 
and intersubjective experience (Abram, 1996, p. 38). 
 
If we make meaning from Husserl’s work, we can see that our “reality” is really 
not an object, but rather a fluid, interwoven composition of “sensations and perceptions, a 
collective field of experience lived through many different angles” (Abram, 1996, p. 39). 
Hermeneutics experienced profound transformation during the 1920’s with Martin 
Heidegger’s Sein und Zeit, when he became attentive to the work of Thomas Aquinas, 
especially his notion of Being.   
Heidegger, Husserl’s one-time protégé, wrote of the philosophical nature of 
being:  
Instead of the universal concept ‘Being’ which we will consider, as an 
example, the universal representation ‘tree.’  If we are now to say and 
define what the essence of a tree is, we turn away from the universal 
representation, to the various species of trees and individual examples of 
these species.  The procedure is so self-evident we are almost embarrassed 
to make special mention of it.  However, the matter is not quite that 
simple.  How are we supposed to discover the much invoked particular, 
the individual trees as such, as trees, unless the representation of what a 
tree is in general is already lighting our way in advance?  (Heidegger, 
2000, p. 84)   
 
This quote is an excellent example of hermeneutics at its change point; Heiddeger wrote 
of “Is and Time” literally translated to mean Being and Time.  Heidegger elevated 
hermeneutics to a level where it became a philosophy probing the very nature of being, 
time, and essences.  
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 Heiddeger’s work was later carried forth by his student, Hans-Georg Gadamer 
(Stanford, 2005).  “In understanding tradition not only are texts understood, but insights 
are acquired and truths known.  But what kind of knowledge and what kind of truth?”  
(Gadamer, 1992, p. xxi)  The hermeneutics that Gadamer considers are those of our 
whole experience, those that are “an attempt to understand what the human sciences truly 
are, beyond their methodological self-consciousness and what connects them with the 
totality of our experience of world” (Gadamer, 1992, p. xxiii).  Gadamer (1992) 
expounds upon his own approach to hermeneutics and what makes it unique: 
My starting point is that the historical human sciences, as they emerged from 
German romanticism and were imbued with the spirit of modern science, 
maintained a humanistic heritage that distinguishes them from all other kinds of 
modern research and brings them closer to other, quite different, extrascientific 
experiences, especially those peculiar to art.  (p. xxiv)   
 
Later, Gadamer comments on art:  “The nature of all art, as Hegel formulated it, is that it 
‘presents man with himself.’”  (Gadamer, 1992, p. 48)  His point is well taken especially 
when intellectualized and interested pleasure is one with aesthetic pleasure in the 
represented ideal of beauty.  Man expresses these thoughts or concepts in his own being 
because he “is what he is” (1992, p. 48).   
 Philosopher Maurice Merleau-Ponty (1973) refined Husserl’s work, removing the 
abstract idea of a “disembodied transcendental ego,” and asserting that it is only through 
our carnal body that we can know our experience (as cited in Abram, 1996).  It is only 
through our eyes that we see the extraordinary sunset, the rainbow from the waterfall, and 
the beauty of our loved ones.  It is only through our ears that we can fully experience the 
rat-tap-tap of rain on the wooden roof, or the haunting melody of the Native American 
flute played by Carlos Naki.  Through the touch of our hands we can grasp the hand of a 
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toddler, help steady the body of our elders and gently caress the face of those whom we 
love.  Merleau-Ponty saw perception as the “on-going interchange between our bodies 
and the entities that surround them” (as cited in Abram, 1996, p. 52). 
Merleau-Ponty warns us, “In its blindness to the perceived world, analytic thought 
breaks the perceptual transition from one place to another and from one perspective to 
another and then looks to the mind for the guarantee of a unity that is already given 
perception.  It also breaks the unity of culture and then tries to constitute it ab extra” 
(Merleau-Ponty, 1973, p. 82).  Gadamer (1992), a student of Heidegger, noted the beliefs 
of both Kant and Rousseau that one who prepared an internal moral compass to 
acknowledge and receive natural beauty would then see the “ultimate purpose of 
creation” (Gadamer, 1992, p. 50, 51).  However, Gadamer counters Kant’s claim, going 
as far as to say that a counterargument can be made in favor of art over natural beauty.   
The advantage of art over natural beauty is that the language of art exerts its 
claims, and does not offer itself freely and indeterminately for interpretation to 
one’s mood, but speaks to us in a significant and definite way.  And the wonderful 
and mysterious thing about art is that this definiteness is by no means a fetter for 
our mind, but in fact opens up room for play, for the free play of our cognitive 
faculties.  (Gadamer, 1992, pp. 51-52)   
 
Gadamer discusses abstraction as a critical item in the context of art: what we 
may call a work of art and what we may experience aesthetically from it are entirely up to 
what we abstract from it.  It is this place wherein we create understanding from the work 
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Research Methodology Selection:   
Qualitative Methods Reviewed and Choice of Portraiture 
 
It is important, to meet the goals of this study, to choose an appropriate 
methodology that will provide a rich description of adults experiencing transformative art 
at mid-life.  A number of qualitative methodologies were reviewed, including 
ethnographical studies, performance ethnography, case study, and action research.  While 
many ethnographic studies are done over a long time and are generally performed in the 
context of communities or social groups, not all are.  The art and science of portraiture is 
an ethnographic method that relies on interviewing over enough time for the researcher to 
learn the participant’s story, and co-create with the participant a written “portrait” of the 
participant.  Pertti Alasuutari (1995) suggests that anthropological methods of fieldwork 
are: “applied where an understanding is required of a certain subject at the grassroots 
level” (p. 143).  As anthropology evolved from a Western approach to studying foreign 
cultures, (usually ‘colonies’), some researchers formed what is known as the “Chicago 
School.”  
The Chicago School responded to this challenge (of finding new models 
where old classifications were no longer valid) by developing a toolbox of 
methods that were largely inspired by anthropology; instead of attempting 
to decode and interpret figures with an administrative intent, it advocated a 
research strategy of going out into the slums to see what sort of people 
actually lived there.  (Alasuutari, 1995, p. 143)  
  
Case study could be an effective way to make meaning from a few people’s lives; 
However, Weiss (1994) remarks, “One problem in dealing with the case study is to 
decide what substantive frame it should be assigned” (pp. 32-33).  Weiss admits that, 
although case study narrative provides a complexity in revealing the human condition and 
context within the subject’s life, it can also lead to fragmentation: if the researcher is not 
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careful about focusing on the particular issue, then the researcher may not have one frame 
in mind through which the reader may understand the person.  On the other hand, Feagin, 
Orum, and Sjoberg (1991) note: “The study of the single case study remains 
indispensable to the progress of the social sciences” (p. 1).  The authors also note that 
often some of their best research was done through a small number of case studies 
“conducted in a comparative framework” (p. 2).  
Thus portraiture provides a narrative portrait, a means of using words to “paint” a 
portrait of a person through the creation of a trusting relationship of co-research, and 
dialogue and discussion initiated by depth interviewing.  The portraiture process also 
contains transformative learning potential, thus making it an intriguing methodology for 
understanding transformative learning.  In portraiture, there is a metaphor of the 
researcher as artist, thus creating the portrait of the participant or organization. 
The importance of the presence of both the researcher’s and the participant’s 
voice in portraiture cannot be understated; indeed, Lawrence-Lightfoot & Hoffman-Davis 
(1997) cites Michael Jackson (1989) to assert that multiple voices are necessary for 
complex research. 
In his description of “radical empiricism,” Michael Jackson (1989) also 
emphasizes the need to hear the cacophony of voices; attending to the myriad 
perspectives from different angles.  Truth and validity, he suggests, never reside 
in a single voice, but always in the complex interplay of voices, the rich resonance 
of intellectual, emotional, aesthetic, and ethical currents.  The researcher must set 
aside his or her need for control, order, and stability and submit to the complexity 
of real lived experience.  (as cited in Lawrence-Lightfoot & Hoffman Davis, 
1997, p. 191) 
 
Portraiture provides an authentic means to understand a participant through a rich, 
artistic, and narrative means that can illuminate the participant like the shining golden 
afternoon light can make a canvas luminous and come alive.  It is one of the few 
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methodologies so well suited for studying individuals, especially artists or those who find 
creativity at the core of their lives.  Portraiture as a methodology is similar to narrative 
inquiry, especially in the sense of being story-based and co-created with the participants.  
However, although portraiture shares similarities with case study, and narrative inquiry, it 
is a type of ethnography and has a “distinct blending of aesthetics and empiricism in an 
effort to capture the complexity, dynamics, and subtlety of human experience” 
(Lawrence-Lightfoot & Hoffman Davis, 1997, xv, xvi).  Portraiture is about “boundary 
crossing,” or breaking down the barriers between disciplines and creating a synthesis that 
is a metaphor for a piece of art, a painting or sculpture.  Exactly how portraiture achieves 
this transcendence is discussed in further detail later in this chapter, in the section 
detailing the specific workings of the methodology as applied to this proposed study.  
However, before examining portraiture in greater detail, it is necessary to examine the 
history of hermeneutic phenomenology, the philosophy of study that paved the way for 
methods such as portraiture.  Portraiture allows may link the academy with the lived 
world experience, and thus hopefully provide benefit to society. 
While reviewing potential methodologies for my research, I was introduced to the 
book, The Art and Science of Portraiture, by Sarah Lawrence- Lightfoot and Jessica 
Hoffman Davis, by my professor, who thought that I might find it of interest knowing my 
deep passion for story and art.  As I read the book, it resonated greatly with me and I 
knew that I wanted to use it as my research methodology—to use words to create art.  
The art and science of portraiture brings together the precision and objectivity of data 
collection with the aesthetic sensitivities of art.  Portraiture is a natural methodology for 
this proposed study, with the goal of creating rich narrative description of mid-life adults 
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who may have experienced profound transformative learning through art.  To my 
knowledge, portraiture has never been used as a methodology to research mid-life adults 
who may experience transformative learning at mid-life.  Using portraiture may provide a 
path for others to follow.  
Portraiture is a phenomenologically based methodology developed by Dr. Sara 
Lawrence-Lightfoot (1997).  This innovative research approach is grounded in 
phenomenology and provides a way to bring together the rigors of science with the 
aesthetics of art by creating a “word portrait” of a person or organization.  “Portraiture is 
framed by the phenomenological lens; it seeks to illuminate the complex dimensions of 
goodness and is designed to capture the attention of a broad and eclectic audience” 
(Lawrence-Lightfoot & Hoffman Davis, 1997, p. xvi). 
 Lawrence-Lightfoot & Hoffman Davis (1997) provide an assertion that 
underscores the efficacy of portraiture:  
Making and finding meaning through art is a transformative experience.  Once we 
have encountered seeing and thinking in the aesthetic realm, our ability to think 
and see more generally is altered . . . Subjects of research portraits can report a 
similar transformation in their self-understandings.  Once they have read their 
portraits, they may begin to see themselves and their actions with a portraitist’s 
eye or mental set.  They may even hold onto that vision of themselves and 
continue thereafter to think of their lives and works in terms of relationship, 
context, emergent themes, voice and coalescing whole. (p. 35) 
 
The process is a circular one.  The researcher gathers data, reflects on the data, describes 
and analyzes the data, performs generative reflection and notes interpretive insights, then 
returns to gathering more data, if needed.  The ongoing dialectic between data gathering 
and reflection, between description and analysis begins in the very early stages of 
fieldwork (recording the researcher’s acclimation to the setting, e.g.) and lasts throughout 
the entire research process (until writing for the final text). 
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Figure 3.01  The Portrait Process 
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The emergent themes grow out of data gathering and synthesis, accompanied by 
generative reflection and interpretive insights.  “Portraitists join with qualitative 
researchers of all varieties in emphasizing the flexibility of research design and the 
iterative process of data collection and thematic development” (Lawrence-Lightfoot and 
Hoffman Davis, 1997, p. xv).  In order to create the scaffold for the portrait, or what 
sculptors call the “armature of the piece,” deep reflection must occur first.  Portraiture 
can include art, artifact, and written art to more fully develop the study. 
The aesthetic aspects of the work of art are the elements through which the 
artist vests the work with meaning that goes beyond simple representation.  
In a work of art, the distinguishing aspect of these features is that they do 
more than refer away from themselves to the object of representation, their 
own properties have significance in themselves. (Lawrence-Lightfoot & 
Hoffman Davis, 1997, p. 28) 
 
The preceding quote illustrates that portraiture involves consideration of 
relationship and interpretation, since creating involves the co-construction of meaning 
between the artist and the perceiver of art.  One of the strengths of portraiture as a 
research methodology for this dissertation is the natural bridge between creating a 
metaphorical work of art and a concrete work of art, since both emerge from the same 
  
   105
source—“the unconscious made manifest”—and the interpretation of the actual or virtual 
work of art is created using language and words.  Portraiture provides for the co-creation 
aspect when a viewer of art interprets an artist’s work through symbol, color, and texture.   
This sharing is realized when that worldview is reconstructed in terms of 
internal symbols mediating the thought processes of the perceiver.  The 
perceiver of art attends to the symbols the artist has produced-what they 
represent and how they are constructed-and from that perception, 
constructs his or her own understanding.  Since each individual’s 
understanding is uniquely constructed, the meaning of a work of art is 
negotiated and renegotiated repeatedly and variously as new perceivers 
encounter it.  (Lawrence-Lightfoot & Hoffman Davis, 1997, p. 30) 
 
Because interpretation is inherent in the arts, the methodology of portraiture as a 
“process of interpretive description seems a priori akin to artistic activity” (Lawrence-
Lightfoot & Hoffman Davis, 1997, p. 30).  As in most qualitative research, context is 
critical: people or organizations are often best understood in the context of their culture or 
other milieu, since their context may have had so much influence upon them.   
The Research Design 
 
Three participants were chosen from the results of a snowball participant search, 
and a preliminary screening for meeting the established research criteria.  The three 
chosen participants were briefed on the ethical issues, the purpose of the study, and their 
role in the study as co-researchers.  Next, the participants participated in video/audio 
interviews and black & white as well as color photographs were taken of them to provide 
an ancillary visual component to the narrative portraits.  The tapes and digital recordings 
of the interviews were sent out for professional transcription.  The transcriptions were 
analyzed by the researcher, and as themes and patterns emerged, a portrait was written for 
each participant.  After the portraits were written, they were returned to participants for 
their review and comments.  The comments were then reviewed by, me, the researcher, 
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and then sent back to the participants with changes and additional questions.  Through an 
iterative process, including email, telephone, and conversation, the final portraits were 
written and sent to the participants.  The participants are co-creators in the process, and 
the portraits were only complete when both the participants and researcher were in 
accord.  All participants found this process very empowering and respectful of them as 
the unique individuals who they are. 
Potential Unique Benefits to the Participants 
This study affords some benefits to the participants of the study including the 
following: 1.)  An opportunity to participate in a unique, arts-based research; 2.)  A 
written narrative portrait, that may help the participants make further meaning from their 
lives.  
Lawrence-Lightfoot & Hoffman-Davis (1997) note:  
When all of these resonances-the researcher’s, the actors,’ the audience’s-echo 
through the piece, we speak of the portrait as achieving authenticity.  When these 
forces-empirical and aesthetic-come together, the work seems both deeply 
grounded in space and time and timeless. [sic] It feels like the portrait painted of 
me by the artist when I was in my mid-twenties (see Chapter 1)- a portrait that 
was not particularly appealing but was deeply familiar; a portrait that did not look 
like me but captured my essence; a portrait that marked a moment in time, but felt 
timeless.  In this still silent painted woman, I could see my grandmother and my 
mother, and anticipate the way my children (as yet unborn) would one day see me 
(p. 260). 
 
In other words, while the two previously mentioned advantages might provide 
enough benefit to the participants, it is only within the context of the final portrait, 
achieved through the joint efforts of portraitist and actors, or the co-researchers, that the 
actors/co-researchers finally see themselves as they may have never before seen 
themselves.  They often see a continuity that was never before apparent to them; they 
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may see strengths that they were formerly not aware of, and a unique beauty of the soul 
that appears suddenly, and gives them a feeling of completion or value. 
Sample Demographics 
Initial efforts to identify participants for this study proved quite difficult going 
through university and community college art departments, art schools, etc.  Therefore, 
participants were chosen through the use of purposeful sampling and the snowballing 
technique of gathering participants.  This process is useful in identifying hard to find 
populations.  “You begin by identifying people who meet the criteria for inclusion in 
your study.  You ask them to recommend others they know who also meet the criteria” 
(Trochim, 2001, p. 58).  I hoped that this method would work, and I followed up with my 
three participants to clarify these issues through our interviews, to establish whether or 
not they may have had experienced transformative learning. 
Criteria for potential inclusion in this study included the following: 1.)  
Participants must have been middle aged or older when they became involved in the 
study, 2.)  Participants must have been involved in the arts in some way at mid-life.  For 
the purpose of this study, middle age is defined as between 40 years old and the mid-
sixties.  This age range is wide, allowing for the “life-stage diversity” of those people 
currently considered middle-aged in North America.  After completing a pilot study using 
portraiture, I refined my criteria and research protocols.  All completed portraits were 
revised and refined after sharing the final texts with the participants.  There were many e-
mails and conversations about the construction and details of the portraits so that the 
participants were actually co-researchers in the project.  
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Potential “participant recruiters” were given a brief review sheet that summarizes 
the criteria for the study.  Participant recruiters conducted an informal discussion with 
potential participants interview to assess their meeting the criteria for participating, as 
well as interest.  Two back-up participants were chosen should one of the primary 
participants have to drop out.  
In order to identify participants the researcher contacted art school/department 
deans and faculty, guidance, or student counselors for art schools, practicing artists, art 
therapists, practicing artists, or those artists known to the researcher. 
Face-to-face visits, emails and phone calls by the researcher were the primary 
ways in which the researcher attempted to reach the previously mentioned resources in 
identifying potential participants for this study. 
Conclusion 
 
 This dissertation is a study that uses the phenonemologically-based methodology 
of the art and science of portraiture.  This research examines the world through the lens 
of the participants and the portraitist/researcher, through their own unique lives through 
art, and why if any, they found the middle years important for making meaning through 
the arts.  This is done in the context of the participants possibly experiencing 
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Chapter Four 
 
Certain works of art, particularly those of the surrealists (notably Rene Magritte and 
Marcel Duchamp), recontextualize the familiar (Eisner, 1985).  They force us to view 
familiar objects in new ways.  In this sense we are not passive consumers of art; we are 
co-creators of an interpretive process.  Art engages all of our senses, awakening our 
imaginative and intellectual capabilities.”  (Lipson Lawrence, 2005a, pp. 7-8). 
 
Relationships to the Portraitists 
 
 Of the three participants in this study, I have only known one personally for a 
significant length of time.  Trying to locate middle age to early old age participants who 
have engaged with art in one of its manifest forms from the muses and who were willing 
to participate in a “research” study, was a challenge.  I live in Cincinnati, Ohio and 
contacted local art schools, colleges and universities with art programs and no one 
wanted to take the time to assist with finding older students or former students; or they 
lacked the resources to find them.  I tried contacting a number of schools in the Greater 
Cincinnati Dayton area and none were willing to work with me in identifying potential 
participants or they were unable to identify older students within their program.  During 
an Antioch residency in Seattle, Washington, I met the counselor for the Art Institute of 
Seattle and he couldn’t find any older adult students with whom to work.  I was blocked 
in trying to find participants.  I couldn’t believe how difficult finding participants would 
be, since I thought that this would be perhaps one of the most simple tasks within the 
scope of this research. 
At that point, I contacted Howard McConeghey, a practicing artist and therapist, 
and founder of the School of Art Therapy at the University of New Mexico.  I resonated 
with Howard’s writing in Art and Soul (2003) and spoke with him on the telephone, 
initially, telling him about my work.  He seemed interested and asked me to send him 
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criteria and purpose of the study as well as some additional background information.  A 
few weeks later, while watering the garden, I received a call from Howard.  He 
graciously agreed to work with me and recruited two New Mexican artists, one, well 
known Alyce Frank from the Taos area, and another, a new and upcoming artist, Lisa 
Zawadzki, of Albuquerque.  I was elated and soon contacted both women, sending them 
information across the internet.  They were supportive and agreed to participate in the 
study.  I then thought of a former Cincinnati photographer Terry Cavanaugh I had known 
and studied with, who had relocated to Dayton, Ohio.  I called Terry Cavanaugh and he 
agreed to participate. 
 Alyce Frank, now seventy-two, took up painting when her youngest child was 
well into school, in her forties, living in a renovated morada, or former church place for 
the penitents, an adobe structure in Arroyo Hondos.  She graduated from the University 
of Chicago with a B.A. in Liberal Arts at age 18!  Originally from Louisiana, she 
eventually moved with her husband, Larry, to northern New Mexico, where she has been 
inspired by the magnificent landscape over the last thirty years. 
 Lisa Zawadzki, in her early fifties, a former teacher and mother, took up painting 
more recently in the last few years.  A dancer as a child through her young adult years, 
and then a poet as her children grew.  Starting out in oil pastels she is now also working 
in oil paints.  Possibly inspired by her late father who spent a lifetime trying to become an 
artist, Lisa has worked in a modern Southwestern landscape genre and is developing her 
own unique style that includes her dreams and the landscape elements.  Lisa is a member 
of a number of painting groups in Albuquerque and wants to ultimately show and sell 
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some of her work.  She seems to be experiencing many transitions right now, and art may 
be a portal through which she travels. 
 Terry Cavanaugh, now in his early sixties, made some difficult decisions at mid-
life that have resulted in him being where he is today.  Because I know Terry personally, 
I am aware of some of the sacrifices and challenges that he has endured in working 
towards his engagement with the Muses.  Not only has Terry developed his visual art 
skills through the camera and film, but developed an extensive knowledge of other visual 
arts and literature, through an intensive self-study.  Terry gave up a financially lucrative 
sales career at mid-life to study and become a nature photographer.  He remembers many 
nights driving home from teaching nature photography at a nature center, when he had 
only change in his pockets for gas money.  Yet an inner vision and call to what Hollis 
(2005) calls “vocatus” (p. 157) kept Terry on a trail that was true to him and provided 
him a means to authentically fulfill his inner voice. 
You will meet the participants in the upcoming portraits and have an opportunity 
to read about their unique experiences, and some of the people who influenced them.  All 
of the participants volunteered to share their stories so that other mid-life adults, or those 
studying mid-life adults, might better understand how they may find meaning through 
possible transformative learning at mid-life, through art.  While two of the participants 
are female, and one a male, there is some resonance between their stories.  Two live in 
Northern New Mexico, one in southwestern Ohio.  Their lives include loss and 
partnership, unique approaches to learning art through combined formal classes and time 
in the field painting or performing nature photography.  Here are their unique stories.  
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Portrait of Alyce Frank, Northern New Mexican Artist 
 Alyce spoke on the phone in a very matter of fact and almost abrupt manner.  She 
asked a few questions, mentioned a few personal items about her life, and 
 told me that she would be willing to be interviewed.  She was puzzled by how I found 
out about her, and after explaining the Howard McConneghy connection she laughed.  
After reading a book by Howard McConneghy, of Albuquerque, New Mexico, I 
contacted him asking for help in finding middle aged or older artists for my study.  
Howard knew Alyce both from her work and reputation, and asked her during a show 
about her willingness to participate in my study.  Years ago, he created the first Art 
Therapy Degree Program at the University of New Mexico.  With a thorough grounding 
in art and Jungian psychology, McConneghy knew the New Mexican art scene well. 
 From her voice, and some of her experiences that she recounted during our phone 
conversation, I could tell that Alyce had a wonderful reservoir of life experience.  Born in 
New Iberia, Louisiana in 1935, Alyce moved as a young girl with her mother and brother 
to first Los Angeles, then Tulsa, Oklahoma, during World War II.   
We met a year after our initial talk.  I traveled to New Mexico in April of 2007 
and accompanied by another New Mexican artist friend whom I hadn’t seen in 34 years, 
we drove up to Alyce’s house in northern New Mexico.  I tried, unsuccessfully, to find 
her house from my directions.  I finally called and explained where we were.  When I 
asked about which road to take, Alyce told me, “You’re not making any sense at all!”  I 
worried that by the time we got there we would be swiftly thrown out for being idiots.  
My sense was that Alyce didn’t suffer fools.  Alyce mentioned that her driveway was the 
last in town, and her house the last house.  At first we thought her hacienda, up on a hill, 
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seemed to be just outside of town, but realized that Alyce resided within the community, 
and her location afforded her both privacy and a sense of place.  As we climbed the 
gravel drive, I remembered my Mid-western childhood visiting friends who lived on 
farms and drove slowly so as not raise dust clouds.  Spectacular mountains of the Sangre 
de Christo Range formed the mis en scene for Alyce’s house.  It was a beautiful day, 
around sixty-five degrees.  We got out of our car, and were immediately greeted by two 
dogs dancing around Alyce, who stood by with a welcoming smile.  She introduced 
herself, walking with her cane and waved us into her house.  “I think I told you that I had 
polio as a child,” Alyce nodded towards the cane.  “Well, come in,” she welcomed us 
speaking with a resonating voice.  I immediately liked her openness, and her persona 
projected an authentic self-awareness.   
 
Figure 4.01 Alyce and Anne With Dogs in Alyce’s Kitchen 
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In the kitchen we sat around the large antique table with sun streaming in the 
window.  A cast iron wood stove, from a century ago, with nickel trim and bright blue 
oven doors sat back against the wall.  Old hand hewn wooden ceiling beams crossed 
above, while bricks formed the floor.  Early New Mexican art covered the walls, 
including many holy images.  Early Native American pottery mixed with paintings.  A 
few ancient chests sat on the floors.  The overall sense was one of warmth with an 
indigenous Southwest feel. 
I fiddled with the tape recorders while Alyce asked Anne, my artist friend, what 
she did in New Mexico.  “I paint retablos” she answered, “with a man at the college.” 
Alyce smiled, and promised to show us her collection of old retablos later, after the 
interview.  Retablos are paintings on flat boards, of saints, done by early New Mexicans, 
to be hung on the walls in churches and houses.  Bultos are three-dimensional sculptures 
of saints, also hand carved and painted by New Mexican and Native American artists. 
 Alyce impressed me with her crystal-clear eyes, her frankness, and beautiful 
silver hair.  She was wearing turquoise barrettes to hold back her hair, and a dark blue 
pullover sweater and Levi’s.  In her early-seventies, Alyce exudes a unique beauty born 
from her earlier life and tempered by her experiences.  We sat down to our interview, 
while her dogs, Leche and Chili played around our feet.  Soon, another dog, Kodiak 
joined the others. 
We discussed the university’s consent form, and she read over the information 
then we both signed.  She nodded, saying she was familiar with such things.  Alyce’s 
blue eyes were sharp and penetrating, as if fathoming our depths.  Initially she seemed a 
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little bit uneasy, then sized us up and decided we might be all right.  Anne and I were 
wearing old jeans, and our hair was now largely silver as well. 
Once we finished the tape set-up, we started our discussion.  Born in New Iberia, 
Louisiana, Alyce felt secure in a loving family with lots of affection.  Her father died 
when she was four; her mother, brother, and she moved to Los Angeles, then, moved to 
Tulsa, Oklahoma during WW II.  Alyce remembered that when she was young her family 
was more interested in politics and business, not art.  Her grandfather had been very 
active in business; he retired when she was young and her mother never worked in the 
business. 
Following the war, she went to Chicago, where she was admitted at fifteen years 
old to the University of Chicago as a liberal arts undergraduate student who graduated in 
three years.  While not focused on art as her career during her time in Chicago, she 
resonated with an exhibition of Van Gogh’s work that she attended.  
 “They had a Van Gogh show (at the Chicago Art Institute), it must have been in 
‘49, or ‘48…  and it really opened my eyes to art.  That’s when I learned what art was…  
‘Cause I didn’t think, you know much about classic painting and stuff – I mean I thought, 
‘OK, you know that’s museum stuff.’  When I saw the Van Gogh I got the picture, 
although it hadn’t come to bear any fruit at that time.  I wasn’t painting I wasn’t doing 
any art myself.  I had no idea I would be an artist.”  Those rich thick pigments, wild 
brushstrokes, intense colors, and strong composition, with an almost a surreal feel made 
an impression on Alyce.  I saw in the original show catalog (The Metropolitan Museum 
of Art, 1949) some of Van Gogh’s work including No. 82, A Sidewalk Café at Night, a 
painting with the most intense purple, an almost chrome yellow, and a panoply of other 
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colors held together with such strong and angular composition!  Another outstanding 
painting from the catalog that may have inspired Alyce was No. 112, Cypresses, a strong 
vertical landscape with whirling clouds spiraling across the heavens and two strong 
vertical cypress trees standing erect, their foliage growing like curves of life while yellow 
flower filling fields in the foreground and the background disappear into hazy blue hills.  
It would be years later when the desire and opportunity to paint would emerge, but this 
initial experience may have been the seed that quietly slept in her soul.  Interestingly, the 
actual date of the Van Gogh show was in January of 1950, the year that Alyce graduated 
from the university. 
 Married while she lived in Los Angeles, where she attended UCLA and the 
University of Southern California, she partnered up with her husband, Larry, in 
producing and editing educational films.  She spoke of having two children while living 
in California, then moving to New Mexico.  Alyce recalls, “I think my husband has 
influenced my life the most of anything.  He wanted to make movies in L.A. and we 
made several movies… films for schools…we came out here (New Mexico) to pick up 
some Santos for a Santos exhibition and liked New Mexico a lot.”  
Larry became a dealer in Native American and early southwest art and pottery, so 
was drawn to the area where he found many of items for his business.  As he dealt in the 
art and artifacts, he learned so much from the people with whom he interacted that 
eventually he and Alyce became very knowledgeable about the history and culture of the 
Southwest.  
 While the Franks became interested in New Mexico, Larry had thought about film 
making opportunities overseas.  They were both looking for a job away from L.A. and 
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thought of going to Australia.  “They had a good movie making industry in Australia, but 
you had to move there, they couldn’t hire you from the States you had to be a citizen of 
Australia so you’d have to move and take up citizenship before you could get the job.  
Well, whatever it required was more than we could handle and by that time we moved 
here and gave that whole thing up.”   
“We bought this place sight unseen, and when we came to see it, our house in 
L.A. burned down, so we went back and sold the property and moved here…we thought 
we were meant to move and we did.”  The house the Franks bought turned out to be a 
morada, or a village worship place originally inhabited by a penitent brotherhood.  “This 
place was a ruin, the neighbors thought we were nuts to move in here because they 
brought the dead people into the morada to keen over them and then they buried them 
(right outside in the cemetery) and of course we didn’t know that and you know, they 
thought we were nuts, imagine living in that place!  But they were very sweet to us and 
we got along very well with the neighbors; especially since the water was on our property 
and we drilled a well for them!  That definitely helped!”  Alyce laughed good naturedly 
thinking back to those early days.   
She mentioned that the neighbors were very nice and still remained nice today.  
My sense is that living in a small close-knit community where critical resources such as 
water need to be shared, and different community members make contributions based 
upon their gifts, provides an underlying sense of sharing and understanding, so different 
from so many anonymous suburbs and urban areas across our country today.   
I asked Alyce what led her to art.  “Oh, I probably moved to Taos and that’s what 
led me to art.  There’s so much art in Taos.  I never did paint, though, in my young life.  I 
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raised three kids (had my third one after we moved here) and I was young, about thirty, 
so by the time I was about forty, I helped my husband do his work (he bought and sold 
Indian art) and raised our three kids.  So I didn’t have any time for art… but then things 
changed quite a bit and it became clearer that he could handle it better.  My kids started 
getting bigger and they didn’t need as much attention, so that when the little one was in 
school, then I was looking for something of my own to do that was creative.  I tried 
pottery because there was a good pottery person here and I didn’t care for the firing and 
chemical part so I dropped that… and I tried guitar and it turns out I have no talent for 
music, then I tried painting and it went right away!  It was a success from the start – it 
was easy, the technique was easy you know, doing it wasn’t so easy.  So I did some good 
work right away that I liked.”   
I wondered if Alyce had taken any formal lessons and she mentioned that she had 
taken a class from a local Taos artist, Italian born, Ray Vinella.  Ray came to America as 
a young child and grew up in New York, where he was inspired by the New York 
Metropolitan Museum of Art.  She gave Ray credit for being an excellent artist and even 
better teacher. 
Alyce remembered her early painting days “So I started little by little and began 
to paint and about eight years later I thought I was good enough to show something.  You 
know, it took me about that long, to work at it and get, yeah, until I had something to 
show.”   
Now Alyce’s work is shown in the Fenix Gallery in Taos.  It has been purchased 
and shown all around the world.  Her work for the most part depicts the landscape of 
New Mexico.  Reds and greens, blues and chrome yellow may fill out a canvas with 
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extraordinary color and strong composition.  Sometimes remembrances from her early 
childhood in Louisiana may summon forth images of Lake Charles.  While visiting with 
Alyce, we saw a brilliant blue background with a still life of living flowers emerging on 
her canvas.   
Her insight for her art comes from Van Gogh, from that first time in Chicago, 
when she saw a powerful Van Gogh show at the Chicago Art Institute.  “That was the 
first time I really got the idea of what art could be like and then, because you know, the 
stability of Christian art and all of the early art, it didn’t do much for me…  Taos of 
course, there’s so much art in Taos…  I like painting out, I told you I had polio when I 
was a child so I can’t do a lot of hiking but I love the outdoors and so painting out 
became what I did instead of hiking, basically, and it was fun, the landscape is so 
rewarding.”  Alyce’s eyes light when she thinks of being outside, in the mountains and 
woods that she so loves in her New Mexico, here in the northern area north of Taos 
between the San Juan Mountains and the Sangre de Christo Range.  Alyce speaks to the 
beauty of the diverse landscape where she paints.  “It’s beautiful landscape everywhere 
and changing.  We would go from, like now in the spring, to where the fruit trees are all 
blossoming down in the Embudo, a small valley village on the river’s edge, and as the 
summer comes we come up here and then at the end, fall, and winter, up at Ski Valley.  A 
lot of different landscapes all in forty miles or so, fifty miles.”  Alyce’s work reveals the 
strength of the lines coming from mountains against sky, rivers and arroyos cutting 
through fields and desert, and the contours of mountains and the enclosed safe areas of 
town and country.  Her colors are strong and vibrant and her style is unmistakable.  In 
many of her paintings, especially her landscapes, there often seems to be a special area - - 
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lakes, fields, small villages or other areas that are protected, safely enclosed by mountain 
ridges, hills or streams.  I wonder about these areas in her paintings that appear protected.  
Could they be areas of Alyce’s that she wants to hold and keep? 
Alyce sees art everywhere.  “Art is a big word.  It doesn’t mean just my painting 
art is everywhere, in every form, its in architecture.  Its just what man does that’s 
creative.” 
Mid-life transformation came about for Alyce when she was in her forties, as she 
gained freedom from assisting her husband in his business and from childcare.  “I think at 
mid-life, which is not now, that I had a strong, you know, period where I went inside 
basically, and looked into my problems, things I hadn’t felt.  The loss of my father, the 
polio, things, like that and I had a period where I was crying for a short period, but it was 
intense for maybe…  I don’t know, a month or three weeks, something like that.  What 
came out of that, really, was the painting.  I began to paint and forged really a life of my 
own.”   
It was a period of deep internal reflection for Alyce… a mid-life time for dealing 
with feelings that finally emerged after being perhaps hidden under the multiple layers of 
daily living and planning that seem to take up so much of our early lives.  The work of 
formal education, finding our work, and sometimes raising a family may engulf us and 
not give us the reflection time we need to work on some of our inner issues. 
“It was just waking up when you are four years old and your father dies and they 
tell you that he was shooting at a bug, and you believe that until you are thirteen and say 
tell it to somebody else, you know, you’ve never felt it in a funny way… you have never 
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really expressed your feelings about it, so that’s what came up, and not that maybe the 
polio, too.  I didn’t cry when I had polio, I didn’t know what was going on, you know.”  
This period in Alyce’s life, in her forties, was a period of her reaching into her 
inner self, and having the maturity to know what’s really happening.  It seemed to be 
Alyce’s time to be able to reflect upon and reframe her life.  Mezirow (2000) considers 
reflection and reframing as key elements of transformative learning, thus it may appear 
that through Alyce’s mid-life reflection art emerged from her unconscious, and brought 
her through creativity to transformative learning.  “The painting sort of came to be very 
strong and very helpful and I got very into it.  That’s my story, I think that’s the whole 
story!”  
A young woman, Kate Mavournin O’Neill, doing her Ph.D. dissertation (O’Neill, 
1997) befriended Alyce and her painting friend, Barbara Zaring, and spent many painting 
trips with the two women.  She was fascinated by over the years how men have written of 
the creative process as a solitary one, while those creative processes shared have 
generally been a master apprentice type relationship one based on hierarchy not equality.  
Kate found out that Alyce and Barbara had developed a very unique relationship based on 
friendship and shared interests, where both had partners and families, yet made time for 
each other to engage in plein air painting.  Reading her dissertation reveals two very 
comfortable women, who, at mid-life and a little beyond, know how to still have fun and 
take a swim in the Rio Grande on a hot painting day, and how to let the rain run off of 
their freshly painted canvas’ as they dodge downpours.  Kate also notes the comfortable 
presence that Alyce provides to strangers, especially children, when she and Barbara are 
painting in the field.   
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Alyce laughed when I asked her what is really important to her today, what is her 
passion that makes her keep going.  “I’m looking for it!  That’s exactly where I am!”  
What a wonderful answer.  Alyce’s parting words were something that emerged from our 
dialogue: “You have to go on your own path, that’s the way to go!” 
After our interview Alyce took us through what must have been the original living 
room.  We entered the thick adobe walls of the original house, ducking to step down into 
a large room.  It contained an amazing collection of antique Cristos, Bultos, and Retablos 
covering walls and shelves.  We then left the house, and entered her studio, which had 
outstanding light and overlooked the valley below.  Most of her paintings looked 
complete and a few were being touched up.  We saw two works in progress.  A small still 
life sat on the easel and upon leaving we saw the beautiful bouquet of wildflowers in the 
vase used for her painting.  She proudly showed us a lovely painting of the swamp in 
Lake Charles, Louisiana that was very much like one she did earlier.  When the dealer 
who now owned her original painting that she had done a few years ago called her asking 
if she wanted to buy it back, she thought the price too high, so laughing, she told us “Ican 
just paint me another one!” and she did.   
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Figure 4.02. Alyce Frank With Paintings in Her Studio 
 
We looked out from where Alyce’s house overlooked the valley.  Sage and 
blooming desert plants emerged from the reddish brown soil near her house.  Barbed wire 
fences surrounded the fields, and the reddish tan of her adobe shaded right into the soil.  
Down in the valley, we could see trees, a carpet of plants a few roads and irrigation ways, 
a town, and the hazy San Juan Mountains blurred at their bases, in the distance.  I took a 
few photos of Alyce and a couple of Alyce and Anne.  “ I will get rid of this cane,” she 
said, putting it and her walking stick over against the wall.  “Now I need something to 
lean against,” she smiled.  You can lean on Annie,” I told her, and with at first a shyness, 
and then a real smile, Alyce held onto Annie and there they posed for a timeless moment, 
sisters in spirit. 
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 As we left, we shook hands, and Annie spontaneously asked Alyce if she could 
hug her.  “Sure,” smiled Alyce, seemingly surprised.  As we walked to the car, Alyce 
invited Anne to visit and stay in touch.  We carefully drove down the drive. 
 
Figure 4.03. Alyce’s House and Valley 
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 On June 1, 2007, I received both a copy of an excellent book through my college 
interlibrary loan, The Magical Realism of Alyce Frank (1999), and a personal follow-up 
note from Alyce inquiring about my email attachments that I had sent to her in May, a 
copy of the first draft of her portrait, and a transcription copy of our initial interview.   
She asked me to call, and clarify a few issues.  I called on June 1, 2007 and we discussed 
some additional issues that helped me to understand more about her work and her 
connection to it.  I asked if she belonged to any painters groups, and she answered, “No, 
not really…  I mean I paint with a few other painters… friends, but we don’t call 
ourselves a group.”  When I asked her if she taught art, she said no.  She did admit to 
having influenced other artists informally, through their mutual painting, most often in 
the context of plein air painting.   
Often we are interested or fascinated by who influences artists, writers, or poets.  I 
went back to ask Alyce how much of an influence Bob Ellis was, a painter who regularly 
taught classes over many summers at the D.H. Lawrence Ranch in San Cristobal.  
Reading The Magical Realism of Alyce Frank (Dispenza, 1999) provided some additional 
insights that I wanted to follow-up on with Alyce, to try to get to a deeper understanding 
of her work and its connection to transformative learning and mid-life transformation.  
Alyce explained that the workshops with Bob Ellis were helpful, but the ultimate means 
for developing as a painter is through actually painting.  She gave Ray Vinella much 
credit as an excellent artist and even better teacher, in our initial interview, and I asked 
her to explain what she meant by her words.  “While Ray is an excellent artist, he has a 
gift for being a wonderful teacher, where he is aware to help his students develop their 
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own, unique style and not try to imitate him, something that so often happens in art 
teaching.” 
 Curious about Alyce’s inspiration for her work, I asked her if her intuition or 
dreams might play a big part in her inspiration.  “No, not at all,” she answered.  “I am 
inspired by what I see.”  “Yes,” I answered, “but if I took a photograph and compared it 
to one of your paintings they would look quite different.”  Alyce laughed and said that 
while nature provided the inspiration, her spirit or psyche received the inspiration and 
provided the vision for the finished painting. 
 Patricia Cranton, in Understanding and Promoting Transformative Learning, 
(1994) looked at the different ways that people may experience transformation based on 
personality types.  I asked Alyce if she saw herself more as an imaginative person or a 
realistic person.  She paused and answered, “Somewhere in between.”  Then she warned 
me that her friends had dinner ready, but invited me to continue our conversation later. 
 Due to her childhood polio, Alyce was restricted from some activities that many 
of us take for granted.  While a student at the University of Chicago, she joined the rifle 
team, having learned to shoot in summer camp as a youngster, and managed to finish 
tenth in the intercollegiates.  An outdoor person since early childhood, Alyce was able to 
accommodate working with her polio and still maintain a strong and visceral connection 
to the out of doors through her work in plein air painting.  Most of the locales that 
provide the subjects for Alyce’s paintings may be found within a fifty or so mile radius of 
Alyce’s home.  Northern New Mexico provides an amazing variety, snow capped 
mountains, fruit tree valleys with lovely little streams and an abundance of flora.  Her 
automobile, a moving icon in the Taos area, is a strongly built 1988 Ford Crown Victoria, 
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adapted with a wooden rack in the rear of the station wagon, for holding up to eight 
canvases.  She also has an umbrella holder welded to the rear bumper, so that she and her 
friends have a mobile, “on the scene” plein air studio.  Her car is outfitted well with 
special tires and equipment to manage to travel just about anywhere in her area, even on 
some dirt and gravel roads.  This is Alyce’s way to connect with the out-of-doors and to 
nature in a way that resonates to her soul.     
 In his book, The Magical Realism of Alyce Frank, author Joseph Dispenza (1999) 
describes Alyce’s paintings:  
Alyce Frank’s paintings, with their strong alchemical thrust, are the 
counterpart on canvas of magical realism in literature.  They begin with a 
straight-on, representational vision of the world, then render that vision 
through emotional, psychological and spiritual filters to produce scenes 
and portraits of tremendous force…  It is as if the real world is merely the 
raw material for creating a whole spellbound, and very personal universe.  
Like the great living magical realists, she remakes her world as an 
enchanting living organism – one that pulsates with its own life and 
operates on many different levels of meaning  (Dispenza, 1999, p. 8). 
 
Dispenza notes, “What we can see is only half the story – less than half; the rest of it is 
behind that snow-frosted mountain peak, beyond that yellow quilted valley.  And all of it 
is swept through by the turbulent wind of spirit.  In this world, anything can happen” 
(Dispenza, 1999, p. 8). 
 Alyce often paints with friend, Barbara Zaring, an artist originally from 
Zanesville, Ohio.  The two have built over a twenty-five year friendship.  From reading A 
Relationship Runs Through It: The Psychological Landscape of Women’s Creative 
Expression (O’Neill, 1997) I have learned about the unique relationship that is built on a 
Zen-like separateness and togetherness.  O’Neill notes how both Alyce Frank and 
Barbara Zaring succeed individually as artists, through their commitment to each other 
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through sharing resources, traveling together and planning their outings; they are also 
friends, but as Alyce says, “Not needy.”   
 In O’Neill’s dissertation, she asked Alyce, and her painting partner, Barbara 
Zaring about some of the historic and Taos painters who influenced them.  Alyce 
mentioned, “We’re all influenced by Van Gogh, Cezanne, the Modern Painters.  I love 
Modern stuff…  Blumenschein “is very good” and she then recalled, “And the Taos 
painters.  I liked Victor Higgins a lot.  I used to try to paint like them” (O’Neill, 1997, p. 
98).  Kate O’Neill’s dialogue with Alyce and her friend, Barbara, revealed that when they 
reflected upon the way the late 19th century schools or groups like the “French guys, the 
Fauvists, the German Expressionists,” they all painted together, Lycee (Alyce’s nickname 
used in O’Neill’ dissertation) mentioned in her conversation with Kate O’Neill (1997, pp. 
99-100) and Barbara Zaring.  Lycee remarked how while the artists were part of a school, 
it didn’t necessarily mean that they painted together.  “That’s odd,” she mentioned, 
“because the schools turn out to be what the critics call it.  It has nothing to do with 
anything personal necessarily – The critic has made the school” (O’Neill, 1997, p. 100).  
Lycee then noted in O’Neill’s dissertation within the same conversation, how when the 
original Six in Taos, originating artists who settled there or maintained a regular 
connection to paint, did so out of economic necessity.  The relationship between Alyce 
and Barbara is unique and represents a different approach to creativity and art. 
 Alyce possesses a groundedness about her, to the earth, to nature.  She is a person 
who resonates with nature and her adopted land, those whom she can truly call friends, 
and the neighbors who make up part of her world.  Her dogs are also important 
companions and all have unique personalities, of which Alyce is very aware.  She seems 
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to maintain that artistically optimal balance between sensing awareness in the “here and 
now” and the intuition of the future, of the connection to her unconscious and the 
collective unconscious. 
  My last interview with Alyce occurred on Sunday, August 11, 2007.  It was via 
telephone speakerphone and tape recorder, from Cincinnati to Arroyo Hondos.   
 When I asked Alyce about how, as an artist, she saw herself as a leader, she paused in 
reflection then answered, “Well I, with my partner was a leader in doing this kind of 
landscape in northern New Mexico.  We led the whole group of people who do these 
contemporary landscapes.  There’s a bunch of them now.”  She noticed a large number of 
artists coming after her and her painting partner, following in the genre of contemporary 
landscape that signifies her and her painting partner.  When I asked her about how her 
painting might have some social relevance she quickly answered, “I don’t think that’s the 
same thing at all.”  She explained that landscape is something that she resonates to and 
does.  She doesn’t see it imbued with any hidden social significance.   
My next question was “Do you think that art people influence regular people 
much that way or not?”  Alyce acknowledged that: “Yeah, but I don’t think the landscape 
particularly, you know, when they do that other kind of art with shocking things on it… 
there’s a lot of action that way; I’m not sure that the landscape is that impressive and 
make’s people think about that.” 
 We discussed how we might compare artists to organizational leaders.  Alyce felt 
that when artists achieve fame, then they are asked to be leaders by politicians and other 
organizational leaders; but only if and when they achieve fame; she also noted that not all 
artists are leaders.  I agreed that was an interesting thought, because most of the artists I 
  
   130
know are more focused on their individual work or their collaborative work with other 
people in the sense of being a regular out front leader. 
Alyce’s observation was that: “usually they’re not political, though some artists 
take the political stand.  You know, a lot of modern art has screaming in them.  Do this, 
Quit that! You know…” 
I offered up an example.  “If you think back, even Diego Rivera, the muralist had 
a lot of socialist philosophy imbued in his work.”  Alyce acknowledged his social content 
in the context of art leadership.   
During our conversation I shared my thoughts about artists as kind of indirect 
leaders, as compared to direct leaders (Gardner, 1996).  Alyce’s response was, “Well I 
think that’s right and it often, well it depends on what kind of art you’re after.  I think 
that’s the key.  If you’re after social questions and make your art pertinent to social 
questions, then you’re trying to lead, but if you’re doing landscape that doesn’t have a lot 
of social imagery with it, you know?” 
I acknowledged the wisdom in Lycee’s thoughts.  Then I mentioned the other 
thing that I found that was interesting, that I just read about…”I’ve got a book by Jose 
Arguelles, and in the book he was talking about our society’s very much left brain right 
handed where its all about linear thinking, bottom line, cost and there’s no psyche or 
magic or spirit to it, so if you’re an artist, and you’re living in a world like that, they kind 
of force their values on you…”Alyce agreed.  “Yeah, yeah, I think that’s true.  Now I 
think that’s the way we’re trained, is the way you just described, that’s the way we’re 
trained, then artists break out of that if they can.  Some do and some don’t, you know.” 
I asked Alyce about if she saw artists very often in charge of organizations, like painting 
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clubs, or things like that.  Alyce saw this kind of leadership as: “like everybody else, you 
know every other kind of, you know, writing club or whatever, movie club, you just 
focus on what you like, yeah.” 
I then reflected with Alyce: “I just wonder if you think that if artists are in a leadership 
position they might be more, tend to want to collaborate with other people more, rather 
than dominate them or be over them.”  Her answer was; “I think artists are every kind of 
type.  I think you find all kinds, whatever you are talking about.” 
As we discussed the artist as a leader and agent of change, I thought that perhaps Alyce 
might see some special qualities, perhaps right brain characteristics that might help artists 
provide a unique way of leading, so I asked Alyce what she thought: “And what about in 
terms of leading any kind of change, do you think artists may have any unique qualities 
in terms of that? 
Alyce laughed and said, “No, well you know, I don’t know!”  I laughed to, and 
admitted that perhaps I didn’t know either.  Alyce did comment that “It seems that there 
are certain people that are gifted that way, and other people aren’t and I don’t think being 
an artist makes you gifted that way.”  I agreed, you might be an artist and gifted that way, 
or you may not be. 
“Exactly, and it has nothing to do with being an artist.”  Retorted Alyce. 
I then reflected with her that I also wonder if too, sometimes, if some of these 
people that I have read about lately talk about how artists are more living on the edge, 
and they see things more differently and if companies could adopt some of that thinking 
into the way they work they might be more creative.  Alyce agreed, saying “Well maybe 
so, maybe so.”   
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My sense from our phone conversation was that Alyce sees only certain kinds of artists 
and art that involves leadership or requires leadership, or exemplifies leadership.  When 
artists may be social avatars, or social critics, they may create and show work to that end.  
In the context of leadership, then those artists who have an agenda to lead, will create art 
that may affect the citizenry in certain ways; perhaps to riot against unfairness and for 
social justice, or to deepen their awareness of environmental issues, etc.  While Alyce 
sees herself and her painting partner as leaders of a modern landscape movement, that 
might even have some special significance in terms of indirect leadership, perhaps 
through inspiring policy and decision makers in New Mexico or at the Federal level of 
government to leave the environment as untouched and undeveloped as possible, as a 
legacy to those of tomorrow.  
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Figure 4.04.  Portrait of Alyce Frank, April 2007 
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Portrait of Lisa Zawadzki, Albuquerque Artist 
 One of the challenges of portraiture is identifying appropriate and willing 
participants, and then creating connection, so that trust may flow forth.  My first two 
portrait participants were located almost two thousand miles from my home, and while I 
had spoken with both a few times on the telephone and exchanged emails, the first face-
to-face meeting created a mild anxiety within me.  I drove down an unfamiliar street in 
Albuquerque, looking for Lisa Zawadzki’s house.  Once I found it, the house seemed 
rooted amid a lovely amalgamation of Southwestern and West Coast landscaping.  After 
parking the car, I knocked on the door and was greeted by Lisa.  “Hi, Scott?” she asked, 
in lovely voice.  “Yes, Lisa?”  I returned.  “Hi, Come in.”   
I entered the one spacious room of her one floor house and saw that the beautiful 
landscaping continued throughout the walled backyard.  Lisa’s house gave me the 
impression of an artfully decorated family retreat, where the family could enjoy a 
comfortable and gracious form of living.  We entered the inner sanctum of Lisa’s study.  
Lisa made us each a cup of coffee while I looked over the “inspiration wall” of her 
paintings, cartoons and a few things from other artists.  Soon we were ready to record, 
using a video camcorder as well as two microphones, one digital and one analogue.  Lisa 
found us two chairs and we sat comfortably amid an ironing board covered with art 
supplies, a desk with a personal computer and bookcases.  Light came in from two 
windows, illuminating this small but efficient working area.  She seemed comfortable in 
her world and brought us another coffee.  Meanwhile the sun spackled rear of the house 
cast shadows.   
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 I asked Lisa what led her to art.  “Well, I actually was involved in art even as a 
kid.  When I was 10 years old, my mother, for whatever reason decided that I should take 
modern dance classes.”  There was only one ballet school at that time in Albuquerque 
since it was a lot smaller then, maybe 50,000 to 60,000 people.  “The woman who was 
teaching the dance classes, at the time, her name was Elizabeth Waters, an incredible, 
incredible person – started the dance school at the University of New Mexico and her 
story is just as fascinating.  During the War (World War II) she traveled from one hogan 
to the next.  That’s how she was able to teach, and ended up in Albuquerque, where she 
started the dance school.  I started taking classes from her and dancing with her.  I danced 
with her from the time I was 10 and she was just a wonderful teacher.  She taught 
expressive movement….  And you get hooked on expressing yourself, that’s what you 
wanna do.  And that was a great medium.  I did it through high school and then we had a 
company and toured all over New Mexico!” 
Lisa remembers the days when the National Endowment for the Arts had money, 
and when she and her girl friend with whom she lived could live cheaply.  When she met 
her husband, she was making $3,000 per year.  She and her girl friend were both in the 
little company and were both going to school, both had part-time jobs, and both danced.  
She described this early and creative period of her life as “idyllic.”  Later she married, 
taught social studies and science, and found teaching to be a very creative process, also.   
Lisa speaks quickly and uses her hands in expressing this wonderful time of her 
life.  Her voice rises and conveys an enthusiasm that is hard to contain.  She smiles as she 
recollects these early days of her life as an adult. 
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 Next she discusses having her 2 children.  “When they were young, I was writing 
poetry; I just had to.  I quit dance by this time.  I wasn’t teaching anymore so that I knew 
that I was- I mean I wouldn’t say I was addicted to poetry but it becomes just part of my 
life.” 
 Lisa may have been affected by her father’s desire and attempt at self-expression 
through painting.  He attended art school and worked in solitude in his art studio, but 
never believed himself to be a competent painter.  A detective, he later became a juvenile 
officer, court officer and dealt with probation and parole.  Lisa mentioned his ability to 
communicate well with others: “He could just talk and they would reveal everything, but 
he wanted to paint.  He pursued it for many years without any success and it really was 
kind of a devastating thing to watch.  Because, I think part of it is, being an artist, if you 
don’t find community or you just aren’t a really tough character, getting that, being able 
to support yourself emotionally is very difficult.  And he just didn’t have that.”  Lisa 
reflected on her father’s unsuccessful engagement with art and remembering the pain 
shows in her face.  “I go back to my father that was a huge part of my formative years 
and seeing someone struggle to express himself through art.”  From Lisa’s story of her 
father, it sounds ironic that her father felt that he had failed to communicate through 
visual art, yet communicated so well verbally. 
 Lisa then reflected on what art means to her before answering “It’s a means 
through which to express, but I think it’s a lot more intense than that on a social level 
rather than an individual level.  I think art is a mirror, sometimes a lens.”  We took 
another break and drank more coffee.   
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 Originally exposed to art as dance, Lisa danced for many years then took up 
poetry prior to trying painting in her mid-life.  It seemed as if painting became a journey 
for her continued self-expression, a journey in a new medium, fitting with her at mid-life.  
Perhaps painting also represented a means of honoring her father’s unsuccessful attempt 
at painting throughout his life. 
Lisa had worked in pastels and was now experimenting in oils.  A large canvas of 
the Rio Grande gorge stood behind us on an easel.  Photos of some of her smaller works 
were placed on the wall nearby. 
 
Figure 4.05.  Lisa Zawadzki in Her Studio 
I asked her about her sense of the importance of art to people who may never have 
had an opportunity to work with art, due to their backgrounds or experience.  “I also 
know that there’s just a huge population out there for whom art is – they don’t recognize 
it.  They don’t know what role it plays, not even the subtleties of design in your coffee 
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maker.  They just don’t make the connection.  A lot of people look at art as being rarified 
and somehow.”  She paused and I asked, “Old Masters?”  “Yes, yes,” she replied.  “All of 
the people that I know who do art have a certain passion about what they do.  And I’ve 
known some people who play baseball and have the same kind of passion.  And I think 
that just that passion itself- there’s a lot of people going around doing whatever they do 
without any of that passion.  It’s just chasing some money, or power or…  I think that’s 
what’s sort of cool about art.  The very core of it is so theoretical, it’s like beneath that 
lies passion – and that is so cool!” 
 Lisa was animated with her hands throughout our interview.  I mention as I reflect 
on her words, “It’s almost like you are thirsty for something and… you quench that 
thirst…” 
“Yeah”, Lisa answers.  
I wonder if the meaning of art has changed over time for Lisa, an attractive 
woman in her early fifties who looks younger.   
When I ask her, she answers, “Dancing and expressing myself that way, very 
abstract, and then again very concrete.”  Lisa discussed how dance, poetry and painting 
all combined abstraction and concreteness.  She had ambivalent feelings about her work 
and way of seeing in the context of the group of women with whom she was working.  “I 
felt like, well, I paint landscapes.  They’re pretty obvious, pretty concrete.  I realized that 
I did have a more abstract way of viewing the world, and I thought, ‘Well, maybe my 
artwork does show that more.’”  Lisa was explaining that her landscapes were concrete 
and obvious to her, yet more traditional artists or people viewing her art might see it as 
quite different from realistic art.  “I work in a class with 16 ladies, and it’s interesting 
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because we’re all older ladies, many retired.  And a lot of them paint very, very lovely, 
nice work.  But it’s very realistic, and I think, ‘that must be the way they look at the 
world.’  And then my work, I don’t know, tends to be not quite so realistic, and I think, 
‘Maybe that’s the way I look at the world.” 
 Lisa paused and I mentioned, “So maybe you have a unique lens that you’re able 
to…”  “Yes,” she answered, “but I think it’s the same.  I think from my dancing 
experience, I think the opportunity to be expressive concretely and also to put a more 
abstract twist on it has always been something that I like.”   
 I felt we were getting closer to the source of Lisa’s insights about art.  When I 
asked, she initially gave credit to watching her father paint.  She then mentioned other 
artists…  “I’ve known many different artists in my life, peripherally at least.  I’ve known 
some very successful artists through my father.  And I’ve been a lover of art since I can 
remember.  I mentioned from looking at her many paintings on the wall, that I sensed she 
was also inspired by nature a lot, too.  Lisa thought before answering and slowly said, 
“Well, yeah, but you know, it’s a metaphor.”  “Oh,” I answered, awaiting a clarification 
or elaboration on her statement.  “A metaphor for what?”  I queried her. 
 “For something gone and something – sort of perfection.  Yeah, I think it is a kind 
of metaphor.  Whenever I think about human conditions, I always go back to thinking 
about, “Oh, what would my great-great-great 25, 30 great-grandmothers who lived in the 
Bavarian forest have – what would she have been like?  It would’ve been different.  
Would I have liked her?  Would we have had anything in common?  What would she 
have been like?” 
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“She would’ve been a wife.  She would’ve made stuff like clothing.  I mean there 
are a lot of connections.” 
 I thought about what she said, and agreed with her about the many possible 
connections.  It seemed as if she were thinking of metaphor as a means for a word 
meaning or representing something different than the intention of the word that the 
metaphor is used for, as in a symbolic representation, but also as a means to transition in 
time and place.  Lisa then once again picked-up her thread, “There are many connections 
to the times of old, to the times of my grandmothers.  I do know that I grieve.  I think 
we’re just in a horrible conundrum with our environment, and I’ve watched the vast State 
of New Mexico, as an example, be a place of vast openness and freedom, and it’s not that 
way anymore.  So yeah, I paint landscapes.  I love nature, but it’s more than that.  It’s 
more than that…” 
 In conversation it sounded like Lisa was struggling with putting her feelings into 
words.  I asked her if there was something else, something below the surface, like 
archetypes. 
“There is, and in my last couple of paintings I realized those, too, about the 
gorge.”  Lisa then told me that I would absolutely have to visit the subject of her 
unfinished metaphorical painting, the Rio Grande Gorge.  It was about two hours north of 
Albuquerque, near Taos.  I agreed that I would definitely drive up to the gorge, being 
inspired by Lisa’s enthusiasm, and the power emanating from her huge canvas of reds 
and greens, with the wild river at the bottom of the gorge, responsible for the millions of 
years in erosion that exposed so many layers of stone and rock.  Lisa said, “It’s just a half 
hour out of Taos – and you just drive up there and there’s this big damn gorge – It’s 
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incredible!  Anyway, so I’m looking at these paintings and I’m going, ‘Oh, my God!  It’s 
the river!  That is what I am!  And I have recurring dreams about the river.’” 
“Really?”  I responded.  “Yes, I do.  And I’ve – and they are really great dreams.  Holy 
shit, are they great!  I am in the water, and I am – it is flooding, and I am riding waves 
down the river.  And I was looking at these going, ‘Oh, I am approaching the river from a 
different standpoint in these paintings.  And I don’t know where it’s going to take me, but 
I am – even people in my class are saying, ‘Doing a lot of river paintings?’” 
Lisa emphasized this last paragraph and the way she said that even her class knew about 
these river paintings made us both laugh.  Lisa conveys an open enthusiasm that I find 
very refreshing and invigorating.   
 “So I don’t know where its gonna take me, but its like – that gorge, it’s deep!  
This is a deep gorge, and it’s scary.  I hate heights, and I’ve realized I started painting.  
That was my first painting and that with a landscape (deep gorge) – that was my first, and 
then the next two I’m – I don’t have a photograph for that.  I’m taking that idea and I’m 
shifting the angle, and I’m – I don’t know – I’m getting a little closer in working my way 
down this canyon towards the river.  It’s weird.” 
“Hmmm” I ask, “What do you think is down at the bottom?” 
“Well, well, I don’t know.  I don’t know, and I’m not afraid but I’m – I just don’t 
know.  And I work.  I work – this group of women that from – and the landscape, they’re 
all psychologists.”  Every few weeks Lisa’s group of plein-air painters would meet.  They 
discussed their work, insights, and technical skills.  
 My sense is that Lisa may be getting to a place within herself that is deep and 
relatively unexplored.  Her change in subject matter to landscape, her interest in a deep 
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and yet dizzyingly high gorge, with a strong river at times roaring through the bottom, 
echoing off of the Precambrian walls, maybe revealing big changes coming in her life.  
 I heard a door open and a hello greeting from a room beyond.  Lisa told me it was 
her husband, Andrew.  When he entered the room, Lisa introduced us.  We spoke and 
found out that we both had worked for a major government department, me as an 
employee of a prime contractor, while Andrew worked directly for the agency.  Lisa later 
mentioned that her husband’s job provided her with a very comfortable lifestyle and one 
that afforded her the time to focus her energies on her passion for painting. 
 “Thank you, so anyway, yeah.  So we talk about this stuff (painting friends in 
Lisa’s small group) about what you mentioned, archetypes and we talk about this.  Their 
core knowledge about this is so much greater than mine.  But I do have this feeling that 
there is something down there but I don’t know what it is.”  Lisa paused. 
 “But you’re going there, aren’t you?”  I asked. 
“Yeah, I am” Lisa responded with conviction.   
“It’s pretty cool, isn’t it?”  I searched Lisa’s face, waiting for a response from her. 
“Yeah, it is.” 
“As a child, how did you see the world?”  I asked Lisa. 
“Oh, it was great.  I lived in Albuquerque, kind of at the edge of the city in a little 
tiny house, and my parents were great.  My grandmother lived across the street.  She was 
wonderful.  There were big mesas.  I mean we could just go wandering around as kids, 
lizard hunting.  Oh, I loved to hunt lizards.  We’d catch lizards and look at lizards, and let 
them go.  We did on one occasion catch several and put ‘em in a box and it rained that 
night and they all drowned…  I was probably 7 or 8 years old and I realized then, ‘This 
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catching animals is just not a good idea.’  My parents were just really wonderful, 
nurturing people.  My mother was a teacher.  She’s a really smart lady and a hard worker 
and interested in other people and culture.  My dad was – he was tough.  I say I like to 
bullshit.  He was a philosopher.  He would say, ‘I was born at the wrong time.’  He 
should have been like, I don’t know, in the Middle-Ages.  Some guy that everybody came 
to discourse with him, or in the Renaissance, you know?” 
We spoke of siblings.  Lisa explained that she had a younger brother, “a very nice 
guy.”  Then she spoke of the importance of women in her life.  “And I had a lot of 
women in my life.  Women were very powerful in my life!  Sometimes good, sometimes 
not, but they were so powerful so I just grew up thinking women just could…”I 
interrupted her, “Do anything?”  “Rule the world, “she answered. 
 Lisa spoke of her love of the out-of-doors, spending ever-increasing time “driving 
around dirt roads, camping and backpacking.”  Not only did Lisa love nature but also she 
had a sense of freedom, of “endless expanse” found at that time in New Mexico.  “I think 
that’s part of what you get with art, you get when you write a poem.  I can rhyme it, I can 
do anything, like free verse… and painting, too, though it’s a little trickier with painting 
for some reason.”  We discussed how, as artists, we both had these troubles, for as Lisa 
said, “It’s just harder for me maybe because you actually have to deal with these 
mediums.”  Lisa’s thoughts about her sense of freedom and endless expanse sound as if 
they may inspire her on many different levels. 
 After a break we discussed how Lisa’s world-view may have changed her from 
her earlier world view that she held as a teenager or young adult. “As a teenager, in the 
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late 60’s, early 70’s, I really thought there was a lot of hope, and I’ve become more of a 
pessimist, I think.”  
  “What,” I asked, “moved you?”  “Your own personal experiences, things that 
happened in the world, or?”  
 Lisa admitted to not having much personal hardship in her own life, and while 
her husband has a good job she sees herself as living a “pretty affluent life” since she has 
a lovely middle class house in a university neighborhood.  She hasn’t had to work outside 
of her home in the last 16 years, so can pursue what she wants to, and volunteer her time, 
too.  She recently read some material on the internet about transformative learning and 
was moved to make up a list of things about the world, “and at the top of the list was “the 
universe is good.” 
 I told her that I found that to be a beautiful thought.  Lisa went on to discuss how 
she believed “that there was a sort of core hopefulness in the 60’s and 70’s that has been 
really watered down.”  I resonated with her words so well, since, I too, had come of age 
during the 1960’s, and just finished reflections from many rock stars, writers, and 
politicians interviewed in the fortieth anniversary issue of Rolling Stone Magazine.  So 
many human beings from our era wonder what has happened with our government, the 
world critical issues (like global warming and famine) and other issues that were on the 
forefront forty years ago.  
 Lisa explains that she lives in a very diverse neighborhood.  I did notice as I was 
driving into her subdivision a wide variety of houses, architectural styles, sizes, and 
condition of homes.  Some of the houses had metal bars put over the windows to keep 
back intruders, while others, like Lisa’s house, were freshly painted and beautifully 
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landscaped.  “Everybody’s out there trying to do the best for the universe,” Lisa spoke of 
her neighbors.  Earlier, her husband, Andrew, had spoken of going to a neighbor and 
retrieving the family lawnmower that they had loaned out. 
 When Lisa reflected carefully on who may have influenced her life, she again 
went back to her early dance teacher, “Elizabeth Waters, an incredible teacher, her 
pedagogy was so specific…  I mean you knew you were learning as you were learning it, 
but she also demanded that you look at yourself as being capable…  She used to say, 
“There is only one you!”  And “If you’re gonna make a mistake, make a big mistake!” 
 Lisa learned from this woman of integrity and used her lessons when she became 
a teacher, constantly challenging her students to do better and reminding them that if the 
work they performed didn’t meet her standards, then, it shouldn’t meet theirs, either.  
Other seminal influences on Lisa’s life again included her parents, who encouraged 
family dialogue and discussions that sometimes went on until 3:00 AM. 
 “That’s the other thing about transformation, I was reading an article several 
months ago about transformation, and the article explained how as people talk, part of the 
importance of talking is that they hear themselves and they are able to very subtly adjust 
what they think as they do this.”  Imagine how Lisa’s family must have been able to 
think, reflect, and perhaps adjust some of their thinking if this process affected us this 
way.   
Lisa now stopped and asked if she was “going on too much.”  I laughed and 
wondered if Lisa was prescient since my next question for her was “how would she 
describe transformation in her own words.”   
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 “Well, I don’t know.  It’s a big word.  I mean the best you can hope for is an 
adjustment to the way you think.  But I suppose when your perspective gets a little 
broader – that’s a weird word, broad, too, because maybe in some instances it gets more 
focused.  But it’s just the way you change how you are able to look at the world…” 
 “So do you see it as a kind of temporary change or more permanent change?”  I 
asked. 
 Lisa thought and she answered: “that part that is important to me is that the 
transformation, the goal, the way you want to think about the world is a little bit 
different…  Its not so selfish.”  She put it into perspective by framing it as trying to 
understand ‘why you think about the world because then that opens up the possibility that 
you go, ‘Well, how does that person – like these women (artists) see their world.’  I look 
at their artwork and some of ‘em I just – they are perfect.  They are beautiful landscapes 
and I just go, ‘Oh my God.  Thank God I don’t paint like that.’”   
Lisa sees that as a big value judgment, but “then on the other hand maybe that is 
how they see the world.  They just see this beautiful, beautiful place.  I’m opening up to 
the idea that as bad as I think the painting might be on one level, and on another level, 
maybe that’s okay.  I’m looking at it from a wider perspective.”  Lisa seems to be 
struggling with accepting a realistic form of art, perhaps done by conventional artists and 
reconciling her own and other abstract or expressionistic artists, whose work may be 
more informed by their unconscious.  Appreciating that both may be quite legitimate 
forms of art for the artists, creating is something that Lisa seems to be coming to 
understand and accept, what Mezirow would call subjective reframing as Lisa reflects on 
her own prior beliefs and then questions them based on a tacit awareness from working 
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with her friends, that while her friends paint in a realistic style, it is fine for them to do so, 
while she paints in her abstract style.   
When I asked Lisa about what she thought led to these possible transformations 
she went back to her art.  After reflecting she mentioned: “Well, in art, in my painting 
now, if I just focus on that, you learn some basics about art.  It’s actually very helpful.  “I 
mean I used to think, ‘God, it’d be great to be one of those superb naïve artists.  You just 
go out and whap everything together and it’s just cool looking.  I’ve become more 
discerning and that background, that fundamental information, is just being able to have a 
pivot point.  You know you’ve got that, and it’s holding you in one place, but you can 
swing around and see all sorts of things from a different perspective.  You can focus on 
different things about artwork.  Is it technically okay?  Is it aesthetically okay?”  Lisa 
seems to be at a point where she can now move from the objective technical issues 
around her painting, to the more subjective aesthetics of visualizing her own work from 
new perspectives. 
Lisa struggled to define how she saw her own transformation.  She described it as 
a combination of acquiring new information, reflection and thought about the old 
knowledge, then the coming to a new frame of how she sees things, once she has 
examined what is still meaningful for her from the old and the new.  Lisa also mentioned 
her earlier feelings of transformation that came to her in dreams and powerful feelings 
about the river, being the river, and being charged with the power of the river.  She 
recognized the river for a metaphor of herself, at mid-life. 
 When we discussed what Lisa’s life at mid-life was like, she mentioned, “Well, 
I’ve always had a really nice life until mid-life… because of menopause it was horrible.  
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It was really horrible!  I thought I was going insane.  I’m very emotional and I have a 
very reactive husband.  Lisa remembered a particular incident when she lost one of the 
screws from her glasses.  Not being able to see, she couldn’t fix it.  After telling her 
husband of her frustration about her loss of vision, he told her, “Well, honey, just go out 
and have your glasses fixed!”  That wasn’t want she wanted to hear.  Finally, Lisa bought 
a book, Men are from Mars Women are from Venus (Gray, 1992) and it told her that 
basically, “men wanna fix things and women just wanna get a little sympathy.”  After 
reading the first chapter she felt a lot better.  This reflected how she felt a lot at this time 
was due to hormones.  Lisa mentioned, “On other levels it’s (mid-life) just great.  It’s 
great having more knowledge and experience.  It’s kind of a bummer getting fatter, but 
it’s nice to look at the world differently.  I do have the luxury of looking at the world and 
not being involved in politics at the workplace and stuff like that.”  She talked about 
ethics: “So I think I’ve gotten to a place where I’m maybe even more  - a more ethical 
person?”  I asked her about the meaning of ethics to her, did it include authenticity?  
“Yeah, maybe more honest and I really like that.  Sometimes my daughter says I’m a 
little too bitchy about it.  I wouldn’t say that I’m confrontational, but I’m just now willing 
to say what I have to say, and I can get in trouble for it and even that’s okay.  I think 
some people are like that as young adults, but I had to grow into that.” 
 We took a break and resumed our places.  I asked Lisa if she found that her art 
changed from when she was younger to now, at mid-life.  Well, it’s hard to compare 
dance to painting.  I’ve already spoken about one of the things I liked about it – one of 
the things I really liked about modern dance was sometimes you could literally tell a 
story.  Something had the aspect of time in it.  You can’t tell a story with painting… and I 
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have tried.  I wanted to do these paintings about cat angels.”  She had showed me one of 
her early paintings of a cat angel, and it looked like a unique creature.  “Now I look at 
other people’s artwork and go, ‘Hmm, how do they tell that story?’  It seems like a no-
brainer doesn’t it?”  It seemed that Lisa had made a journey through different media from 
her youth with dance, to poetry and now to painting.  I wondered if there was a reason for 
her transition through the different media at different ages, and if so, why. 
When I asked Lisa about what kind of learning experiences have helped her to 
have a deeper understanding of herself, she responded:  “I mean just being asked to 
actually express yourself in whatever, to express an idea.  Teaching ironically enough, I 
think makes it obvious kind of how – what kind of a learner you are and how you focus 
on things.  Also the death of my father as well as relationships with other people all 
helped me to have a better understanding of myself.  I’ve always been interested in 
discourse and discourse is fundamentally important in all relationships.  So how you 
relate to people is important.  As I said, I feel like I’m getting a little more honest about 
how I deal with people, and every time you confront them, somebody with like a 
dilemma, like a friendship having trouble or you’re being asked to do something that you 
are philosophically against, then you have to reflect and you learn about yourself that 
way.”  Lisa saw most of the learning experiences that changed her coming through 
teaching and relationships.  I wondered how she thought of her powerful dreams and 
images coming to her as means learning experiences. 
 We discussed life change and I asked Lisa if she ever made a major life change 
and if so, what did she feel caused her to make the change.  Lisa laughed and answered, 
“I never did.”  Explaining, she discussed how she had lived in Albuquerque all of her life, 
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and had never lived anywhere else.  She got married and raised two children, all in her 
hometown.  She alluded to her experience saying, “It all seemed very organic.  There was 
no big shift.  I reflect now, as we talk, this is when I would reflect back on my Bavarian 
grandmother and go, ‘You know, yeah. She worked in the same forest all of her life and it 
was not a big deal to her…why should it be for me?’” 
 When Lisa reflects upon what is really important to her as a person, at this point 
in her life, she speaks quickly and with conviction.  “Well, I think it is being able to 
clarify my intentions, and so it’s a constant reflection, ‘Why am I doing what I’m doing?  
Why am I having – why am doing this thing with that person?  What is that situation the 
way it is.’  It is the same thing in my art.  “Why am I wanting to do the want thing and 
it’s not working?’  I’m not adverse towards wasting a lot of time.  I like to do fun things 
and I’ll do stuff for other people.  But its important for me that I just more, and more can 
have that opportunity to reflect and clarify what it is I’m doing, little things, big things.  
That’s really important to me.”  The want thing is the desire to want more, the desire to 
want more…  Lisa feels that perhaps reflecting and thinking of focus in her desires will 
help her to eliminate this. 
 Lately I had been reflecting on the connection between heart and art.  I decided to 
ask Lisa what connection that she might see, too.  “Well, it’s direct.  It’s a direct 
connection between what concerns me – in my art it’s the landscape so it really has to do 
with my home.  And not this space, but my home in New Mexico, which is really, I 
suppose, a metaphor, as I talked about earlier, of the human condition.  But not even – no 
it’s more than that.  Not the human condition, the condition of nature.”  Lisa reflects that 
there should be a lot of empty space out there, out where she lives in New Mexico, that 
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there “shouldn’t be more human occupied space than natural space.”  To Lisa, it is just 
wrong, to have nature so out of balance.  Whether or not companies transfer people 
across the nation and the world, Lisa sees mass migrations of people as unnatural.  “It’s 
not organic,” she states, thinking of people moving to remote areas, or living in crowded 
conditions where nature is not seen or marginalized.    
 “Human beings, how did we get here?  Crazy, it’s insane!  Not enough people 
recognize it, so when I talk about the heart in my paintings, part of it is – it’s like the 
openness is important, the space, what that means, the opportunity for freedom, for more 
exploration for less human encroachment.  But the other part is very specific to New 
Mexico.” 
 “Well, it sounds like you have a really good sense of place here?”  I asked. 
“I do, and  - but it’s full of grief.  It’s just, Oh God!  It’s just full of grief, and then I think 
that’s all right.  I mean I could cry right now.  People should feel that.” 
 We took one last coffee break and toured Lisa’s comfortable living/family room 
that had sliding glass doors going out onto a lovely shaded porch.  Her furnishings 
reflected the couple’s interest in the Southwest and Lisa had done a lovely job of interior 
design in creating a comfortable, unique house reflecting her interests and her family’s 
interests.  On her outside patio we relaxed.  I photographed her in a chair, then in her 
backyard, under a tree.   
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Figure 4.06.  Lisa Relaxing Among Her Plants in Her Garden 
Her yard and garden were unique in that they presented some plants and trees that 
I was familiar with from where I lived in the Mid-West.  Scattered artfully throughout 
were many plants and some trees indigenous to New Mexico.  I could see what she meant 
about feeling like she has privilege and being thankful for her lifestyle that allowed her 
the time and focus for her art. 
 I reflected on how often Lisa was able to simultaneously manage the polarities of 
seemingly irreconcilable points of view, for instance seeing art so concretely then seeing 
art as a metaphor, and seeing the deep metaphors and archetypes welling up from inside 
of her, taking her on the “ride of her life!”  When we discussed conveying time in art, 
Lisa felt she couldn’t work with her cat angels and create a sense of movement to the 
images.  She was tacitly aware that other artists managed to do it, but she felt frustrated, 
as if capturing a sense of time in art eluded her. 
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 Her response to life change questions as “no big shift” intrigued me since I saw 
her leaving her fun life as a dancer, student and room mate with a kindred free soul, and 
getting married as a big change, and the same for having children.  Yet Lisa took it all in 
stride.  “It all seemed so organic,” she said. 
 She summarizes her thoughts about her personal connection to the land, which 
inspires her and informs her art.  That is her heart art connection.  “There are just too 
many people.” 
After the conclusion of our initial interview conducted at Lisa’s home in 
Albuquerque, New Mexico, I sent her a copy of the transcript of our interview.  She 
emailed me some corrections and additional insights.  I also sent her a few photographs to 
review.  A few weeks later, I corresponded with Lisa through email, trying to work with 
her to elicit a deeper understanding of her personal transformation.  I sent her Patricia 
Cranton’s definition of transformative learning “Transformative learning occurs when, 
through critical self-reflection, an individual revises old or develops new assumptions, 
beliefs or ways of seeing the world” (Cranton, 1994, p. 4).   
 Her response to reading the interview transcripts and reflecting on what we 
discussed took her back to my question “Do you feel that some people who don’t have 
opportunities to take classes when they’re young can still find art very important to 
themselves? 
 She wanted to better illuminate the question so answered: “I have always thought 
that one thing artists bring to their work is passion….  they are energized by this 
passion.”  Lisa believes that artists can be found in any area of life, whether in “physics, 
politics, archaeology, or sports” since she sees art not as an end product, but rather 
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creations ‘in terms of how artists approach their field of interest.’”  She sees artists 
“continually creating, deconstructing and constructing, form and plan, do revision and 
vision.”  Lisa’s vision of art as process is that “artists deal with change and see anew the 
world.  They deal with different perspectives as if each new view were a clue to the 
whole, not just detail but the whole explanation from another source…  For people who 
are really interested in asking and answering questions, art is the only approach to life.  
Lisa sees artists as those who are able to integrate technical skills with thinking, creating, 
and introspection.  Much of her understanding of the way artists deal with deep change, 
or transition, seems to echo many of the approaches to transformative learning 
(Mezirow& Associates, 2000, Cranton, 1994). 
 Lisa also reflected on the meaning of archetypes: “I’m not really sure I understand 
whether my archetypes can belong to other people, if we share them, like a fear of 
snakes.  I watch my cat with a snake and I am amazed at how instinctual her behavior is 
to be cautious.”  Her thoughts on her river paintings came to her.  “I love rivers and lakes, 
mostly because the water is fresh and we can drink fresh water.  The rivers and lakes of 
New Mexico are all small or narrow and in most weather welcoming and manageable.  
Even in my dreams when I’m floating down raging rapids I feel I will come to a smooth 
stretch.  But mostly what river means is life… this narrow flow of life in the midst of so 
much… potential, space, freedom.  And the river isn’t there to use (for irrigation, say) but 
to experience, feel.  I’m in that river the way Achilles was dipped into fire.  I think of 
oceans as edges, but rivers are part of the landscape.  I want to paint rivers because they 
have something to teach me, because if I travel on that river, I’m going to learn more 
about myself.”    
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 Lisa wanted to revisit her thoughts on how transformation takes place in our lives.  
“For me, art requires that I look at things always with the intention of ‘seeing something’; 
can I connect some lesson to my own work, or see it in another artist’s work.  That 
‘seeing something’ could be more of a self-assessment, or evaluation; did I do in that 
painting what I meant to do?  I mentioned ‘reflection’ in the transcript, and many pages 
earlier how I thought art was like a mirror sometimes, and other times a lens, and 
ultimately the transformation I have had because of my art has to do, at least what I’m 
thinking now, has to do with being a more introspective person.”  Lisa mentioned how 
she had wanted to do her cat angel paintings and they didn’t work out well.  “I’ve had 
other parts of my life not work out so well, and I really believe that being clear why these 
things don’t work out has given me some space for acceptance.  Even in my artwork, I 
am more clear about what works, what doesn’t, and I’m learning more from that all the 
time.” 
 Lisa next mentioned how for her, artwork has been a kind of therapy…  She 
remembers her father’s obsession with self-help books in the 1960’s and 1970’s and how 
ironic that for her “The tool has been art.  Something he wanted so badly was like a curse, 
but for me it has been a key to fresh air.  I am using art, and maybe being used by art, to 
reshape myself into a more conscious person.”   
 Lisa closes on her notes from her response to our initial interview by ruminating 
on her thoughts of art and ego.  She sees a linkage between art and self-image…  
“However good or bad an artist I am, I am at least becoming clearer about what it is I am 
doing, and want to do, and can do.  If I can’t paint a story, I can paint a mood, I frame 
what I like and what pictures that I don’t frame I try to learn from.  Today in class a 
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woman who has become a very good artist made a recommendation to me.  I have to say 
honestly, I thought I was a better artist than she only a few months ago.  What a surprise 
to see that she had come further in her art than I.  I bristled a bit when she had first given 
me advice a couple of weeks ago.  I had felt my ego surrounding me like the cone of 
silence – some sort of protective mechanism.  Today when she offered me some advice I 
sort of chuckled to myself – I felt my ego as more of a shadow; connected but apart.  
Maybe her advice was good or not, but I am the one who has to figure it out.  It was kind 
of her to offer help – we’ll see if I can resolve the problem of the painting.  It’ll be fun 
trying.”   
For our third email exchange, I followed up with another email, asking three 
additional questions.  The first question was  “Are you interested in eventually selling 
your paintings and working as a professional artist?”  Lisa answered that, yes, she would 
like to sell her work, although there was a period when she didn’t want to sell for fear of 
not making another good painting, so she would keep all of her “good ones” to date.  
Later she appreciated for her work for a number of reasons.  “Today I think I am at a 
place where I have some saleable work.  I don’t frame everything, but if I frame it, that 
means I want to sell it.  I’m not working on this daily but I try to be in a couple of shows 
a year and just today I was looking at a list of businesses around town and planning what 
work to collect, finish, photograph and frame in an attempt to have my artwork ‘out 
there.’”  Lisa believes that artwork is communication and through feedback she can 
become a better artist.   
While she enjoys her painting now, she considers working as a professional artist 
a “lofty goal.”  Because she was trained as a teacher, she has to “go back to work within 
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two years – a deal I made with my husband – I know I’ll be far more financially 
successful as a teacher than as an artist.  This does not bother me.  I have made the 
commitment to my family to be the home parent and have only worked as an artist part 
time… and to be honest, I consider teaching an art.  The main thing I love about teaching 
– besides kids – is that I consider it a creative field.  I’m an artist in the classroom – not a 
manager, not a task master, not a superior being.” 
The second question was “From the above definition of transformative learning, 
what are some old or new assumptions that you may have re-examined or developed 
through your art?” 
“I probably already knew it, but the journey through my artwork has confirmed it; 
there is only one way for me and it is to break the rules.  I may learn the lesson after I 
make a big mistake, but for me it is one lesson after another, one mistake after another, 
one broken rule after another…  I’m not the kind of artist who plans that much ahead, nor 
do I have a vision that is well formed.  I am concerned about art.  People have high hope 
for the artists.  People want to know artists, be friends with them – like an exotic 
animal…  Artists are bell-weathers, anti-social, non-conformists.  This is what many, 
many people think.  They don’t know how many damn artists are out there, for one thing.  
They don’s seem to know that art is in our natures, something human and organic.  
People fear art - they think it’s too out there, too expensive, too precious, etc.  It’s not 
integrated into people’s daily lives, the way it was just a generation or two when most 
women at least made their own aprons, or whatever.  We are losing our touch.”    
  The last question was “How many painters’ groups do you belong to, and are 
they like mutual support places where all of you help each other, or are they like a 
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hierarchy where some senior painters work with the juniors like an apprenticeship or 
whatever?” 
Lisa belongs to four groups, one small painting group interested in psychology, 
one plein air group, one pastel group, and her on-going classes with Deborah Secor, well-
known New Mexican pastel artist and teacher.  According to Lisa, “more experienced 
artists are good at sharing ideas.”  She sees these groups as very beneficial.  “Because 
artists work so damn hard, it’s no wonder that the more knowledgeable artists give what 
they can, information, and those of trying to learn the ropes have to offer to do some 
grunt work to feel like we are giving back.”   
Lisa notes that the groups are “surprisingly efficient, well organized, motivated 
and goal oriented.”  She also mentions that sometimes there is a “pecking order.”  “Some 
artists do indeed show off their status – usually lots of money involved, and maybe some 
art… just like the elections, if you took out all the really big corporate money out of art 
you’d have something different…  I’m not saying better, but it would be cool to see.”  
One last email dialogue provided a finale for this wonderful experience of getting 
to know Lisa and understand her art.  I asked her about how she saw herself as an artist 
and a leader and generally, how she saw artists as leaders.  “My sense is that by nature 
artists are not so much leaders as doers.  My artist friends are driven to create rather than 
motivate.”  She remembered stories from her dance teacher, who had worked in the late 
1920’s with local community members in Albuquerque to create an art community where 
the artists would educate the public, especially the young school children, so that as they 
grew up they would love art and support the arts, thereby enriching the community 
culture even more so.  Lisa remembered her dance teacher’ experience: “I believe it was a 
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great idea but there were no 'leaders' in this endeavor.  I heard that phrase 'educate your 
audience' from artists of every type.  It was their mantra but there was no one to lead.  
Each group did this in their own way.  Art fairs started having 'kid booths' where children 
could buy at cut rate prices the artwork donated by members in the art fair, or there were 
booths where kids could do their own art while their parents shopped.  Our group toured 
the very smallest communities in the state giving them a glimpse of modern dance.  The 
symphony bused in kids from schools to watch performances.” 
Lisa next worked recently with an arts initiative to put through a 1% tax increase 
for the arts.  Led at the top not by artists, but by a husband and wife who were arts 
patrons and philanthropists, the initiative barely failed, since the mayor took action 
against it, with his high influence and anti-tax agenda.  From the beginning the initiative 
was led by the grassroots artists including 50% of non-working artists in the region.  So 
while the artists came up with the idea, and came together to support it, non-artists 
provided the organizational structure and leadership to move it forward. 
Lisa has seen artists as leaders in small groups.  “What I have seen is that there 
are leaders in small groups of artists.  Certainly the conductor of our NM symphony is a 
leader of sorts, but that leadership does not go much beyond musical boundaries.  
Actually he seems more of a figurehead, spokesman, fundraiser, and status symbol.  Is 
that leadership?  Maybe it is.  So each area might have these personalities but the 
leaders who are getting things done are often not artists, but have jobs that facilitate art, 
or they are leaders in the various mediums or schools.” 
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My sense is that as Lisa continues her painting and her self-discovery, she will unwind 
more mystery and self-knowledge from the spirals of her life. 
 
Figure 4.07.  Lisa Zawadzki, in Her Garden Retreat 
Terry Cavenaugh, Ohio Artist and Photographer 
I first met Terry about 24 years ago.  He was an assistant to the Polish born master 
photographer, Kazik Pazovski.  Looking very distinguished, Terry had fashionable salt 
and pepper hair, was fit for his forties, and wore a British commando sweater with jeans.  
He gave me a tour of the school started by Kazik worked and spoke with me about the art 
of photography.  Now, 24 years later we were sitting together in Dayton, Ohio. 
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Figure 4.08.  Terry Cavenaugh, Photographer and Teacher 
As we sat down to discuss Terry’s engagement with art, I remembered how Terry 
and his mentor, Kazik, had introduced me to photography many years ago.  The day was 
a typical Southwestern Ohio summer day, a pearlescent gray white sky, with the 
possibility of rain.  It was humid, and I was glad to get in from the outside.  I quickly set-
up the digital audio tape recorder, and the old analog tape one as a back up, carefully 
placing them on the table, close to Terry. 
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I wondered what led Terry to art, wondering what brought him to the Muses.  In 
ancient Greece, there were nine mythological Muses; Calliope, Clio, Euterpe, 
Melpomene, Terpsichore, Erato, Polyhtmia, Urania, and Thalia. 
(http://hunter.apana.org.au/~gallae/pantheon/myth/muses.htm).  The Muses, daughters of 
Zeus and Mnemosyne, were companions of Apollo and known for their divine singing 
and dancing.  Later all artists, poets and musicians came under their protection, as they 
provided inspiration for those involved in creating art.  
“I always loved beauty, and nature as well, and I wondered many times – how 
could I capture a piece of it?  When I was running my father’s business (a delicatessen 
and package store) there was a young guy and girl, Joe and Joan, who would come in to 
shop.  They were both in high school students and both ‘kind of into art.’  She was taking 
art classes and painting and he was taking pictures with a camera.  Joe would take 
pictures, show them to me, and try to explain to me how he did them. Then one day I 
finally asked Joan, ‘What do you paint?’  She brought in a few things to show me and I 
was impressed.  I thought, ‘These guys are only 17 years old and they’re into cameras 
and art.’” 
Terry reflected on his upcoming life choices of continuing to run his father’s 
business since his father was incapacitated earlier by a stroke, or leave for a large 
sporting goods manufacturer and become a sales agent in New York.  Something about 
these two young people sparked something in Terry’s innermost self and he found 
himself drawn to art.  He realized that while he had never thought he could draw a 
straight line photography might offer him a unique way to express himself artistically.   
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“So one day the young photographer came into Terry’s store and said, ‘there’s a sale over 
at Lazarus (a local department store).’  Terry’s young friend had an excellent camera, a 
Nikon Nikormat.  They’re $100.00 or $125.00 for a camera!” 
Then Terry said, “Let’s take a ride,” and “we went over and I bought a camera.  
He was going to work with me in learning to use the camera and I was also able to have 
discussions with Joan about painting.  It was inspiring.  Those two had inspired me to 
take that step and buy a camera.” 
After trying on his own to work with his new camera, Terry felt frustrated, like he 
was getting nowhere in learning how to use it competently.  “It was like, ‘what are these 
numbers, aperture and shutter controls?  I don’t know.  I don’t understand these things.’”   
 In his quest to learn how to use his new camera, and develop his artistic skills, 
Terry found out about the Arts Consortium, an inner city arts school in Cincinnati.  He 
had read about the school, and courses offered, in the local paper.  So Terry signed up.  “I 
liked the people there, and the teachers, they were really into their own areas of expertise.  
I saw their works and I thought, wow!  These people are really doing this artsy stuff.  It’s 
quite interesting, but obvious they had been in it for a while.” 
 Terry registered and mastered his introductory classes in black and white, both 
composition and dark room.  He remembered one of the teachers, the one that taught the 
black and white classes.  “He made a real effort to make things understandable, with 
lectures and slide presentations of the basic principles of photography and the functions 
of aperture and shutter controls of the camera.  Now it was time to experiment.  I’ll never 
forget sitting there.  I’ll never forget sitting there.  I thought that I could probably do 
this.”  Terry knew that he would love the pictures he could be capable of creating, if he 
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learned more of the technique and some artistic basics along with practice, discipline, and 
a lot of patience.  One of the fellows Terry met in the Arts Consortium introduced him to 
another photographer, Marty Milligan (Milligan Studios), where they held monthly 
photographer and artist gatherings featuring guest speakers.  “I thought it might be 
interesting to go, and maybe I can learn something there.”  Terry went with his friends 
that evening, and to his surprise, the guest speaker was Kazik Pazovski, a European 
photographer, from Poland, who had studied photography at the famed Guilford School, 
in Surrey, England and once did stage photography with the young aspiring actor on the 
London stage, Richard Burton, and later, with Sir John Gielgud.  Kazik had won 
numerous shows and salons both in the United Kingdom and on the continent, following 
WWII, where he served with the Polish Navy and British Navies. 
Terry thought, “Oh yes, he’s an older man, he might just be the man I am looking 
for and he sounds like he has a tremendous knowledge of photography and art!  He had 
these huge portfolio cases, with large 16” X 20” and 20” X 30” prints in black and white.  
He started pulling these head shot portrait prints out of their cases for display and 
discussion.  They were just unbelievable works of beauty and art.  Listening to him talk, I 
thought, ‘He’s a master of his craft, and speaks way over my head.  If I could ever learn 
to do something like this it would be quite an achievement.  The man was serious, 
entertaining, and quite an amusing character!  He joked, had his little toddy on the side 
table, and had possibly indulged in a few sips before the start of the presentation.” 
 Terry had wondered where he would go next to learn more and challenge himself 
artistically in the medium of photography.  He didn’t just want any amateur photography 
night class.  Where would you go in Cincinnati?  It was so hard to find anyone 
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professional and artistic who knew what Terry wanted to know next.  At the close of that 
evenings lecture, Kazik mentioned that he was one of the first artists to open an art studio 
and gallery in the unique Mt. Adams section of Cincinnati, a hilly area often compared to 
a small San Francisco neighborhood, with its bistros, restaurants and Victorian row 
houses surrounded by the lushness of Eden Park.  Located in this area, all in proximity to 
one another were the Cincinnati Art Museum, Cincinnati Conservatory, and the Museum 
of Natural History.  When Terry heard Kazik speak about his old studio in the famous 
Rookwood Pottery building, Terry thought, “Yes, definitely, this is the artsy and creative 
venue I want to get into.”  So Terry asked him after Marty’s monthly gathering for 
information about his classes.  “Kazik said, ‘Yeah, I teach some photography, my studio 
is now in Walnut Hills (an old Victorian neighborhood).”  Terry got his name and phone 
number.  Some inner drive brought Terry to Kazik, and in turn, to a life-long engagement 
with the Muses, those mythological Greek women who inspire artists.   
 Due to familial issues, Terry wasn’t able to start classes, as he was renovating his 
parent’s house.  About three months later Kazik and Terry connected now that he had 
time to dedicate to studies.  Terry was 41 years old at this time, and had recently gone 
through a disorienting divorce.  “I remember driving up to the Pazovski School of 
Photography.  I entered and was graciously greeted by Kazik.  We chatted briefly and 
then he promptly administered a painful injection of his famous ‘mandatory photo quiz.’  
Afterwards, in both chatting with him and observing the studio and darkroom, I walked 
around and realized that he had much more to offer than what was just being displayed on 
those walls.”  Kazik had a large wall display of many prints of his students that he only 
he personally selected to hang on ‘The Wall.’  There is history here.  This guy is from 
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another place and some would say another planet (Terry laughs) until you get to know 
him.” 
 Terry scored high which was good for someone with Terry’s experience.  “So 
maybe I can teach you something,” Kazik warned, ‘even if you are from Cheviot’ (a 
conservative working class neighborhood on Cincinnati’s west side).”  Terry recollects 
Kazik telling him, “You don’t know nothing, but I’ll teach you if it’s the last thing I do.  
If it kills me, I could probably teach you something.  And it was cool, because I thought 
he could.” 
 Terry remembers Kazik saying, “I’ll start the classes, and I only have a few, five 
or six students.  I don’t want to mess around.  If you’re not interested, I’m not interested 
in you.  You have to show me that you are interested and ready to work.”  Terry 
remembered that the school offered beginner, intermediate and advanced courses.  He 
was impressed with the students’ work and looked forward to meeting some of them.  He 
was very impressed with the images the students created and soon he started learning 
from both Kazik, and the other students.  This was a difficult time for Terry as he started 
attending the critiques on Saturday afternoons.  Months of preparation went into 
preparing the work, and then you had to stand up saying what you liked most and least 
about all of the prints. 
 “Well, my biggest fear was standing up in front of a group.  I was always one that 
hated to give speeches, I didn’t like to be in front of people, and I had a fear of that, even 
in college.  I’d been in a band, (The Vikings, a rock band), and out in front of thousands 
of people a couple of times.  I had no fear up there, but to stand in front of people and 
give a speech, I had to hold on to the podium, my hands would shake, I was so nervous.” 
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 Terry wondered how he could make it through those critiques.  But he did.  He 
was tempted at one point to drop the classes to avoid this situation, but he remembered, 
“But after you participated in the critiques for a few times, you built confidence, and it 
helped me a lot.  I got over my fear, totally, of standing in front of a group.”  Critiques 
were an important part of the learning process – Kazik forbade such words as “cute, nice, 
darling, sweet, pretty.”  The words had to be meaningful and descriptive.  I was always at 
first saying, ‘Aw, I just love that damn thing, and ‘this is really great!’  Then Kazik 
would say, “Can you tell us anything, photographically that’s great about it?  This was a 
real learning lesson, an education in photographics, semantics, structural criticism, and 
discipline.  Seven or eight people might be there during the critique, sometimes more or 
even a few outside guests invited by Kazik.”  He enjoyed having some of his artist 
friends in attendance at times, so they could view and also critique the efforts of his 
students’ works. 
 Terry recalled: “That after all of the students provided input to the critique, Kazik 
would stand up, look at the prints and point out visually, what we had failed to see and 
refresh us on verbally what we had failed to say.  I was amazed all of the time.  I 
remember – I’ll never forget this part because it was Nancy’s print, your wife’s print… 
and they were up on the board, and everyone of us picked Nancy’s as the one they liked 
least, and we were all picking other ones that we liked the most.  At the end of the 
critique, Kazik got up, and he said, ‘you said some good things about this one, and this, 
and the other one.  I think most of you missed the whole boat here!  The one that I enjoy 
the most is Nancy’s; the one that everyone said they liked the least.’  So here are eight of 
us, after saying we liked that photograph the least, and he said, “And did you not 
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appreciate this approach to this image?’  And I thought, ‘no, I didn’t see that.’  
Everybody was looking at each other.  When he was done, we realized it was the best 
image up there and we knew why, yet nobody in the room saw it, except Kazik.” 
 I answered, “That’s amazing, he had such great insight!”  Terry agreed that Kazik 
had a way of doing that.  Inspiring, cultivating, and humbling in a matter of minutes, 
everyone knew he was brilliant and always honestly right.  Terry experienced a 
serendipitous movement into photography at mid-life.  Two young teen-aged artists, one 
a photographer, one a painter, and some inner call led Terry to investigate photography as 
a medium.  Terry also became aware for the first time, of the connections between the 
arts.  Kazik became Terry’s mentor, and introduced him to Henry David Thoreau, since 
Kazik intuited that Terry resonated to nature.  Kazik also introduced Terry to opera, 
classical music, fine art, and the world around him.  Terry started reading art books and 
visiting the Cincinnati Art Museum as well as local art shows.  This self-learning 
program became a way for Terry to experience some of the connections between the 
many arts.  He seemed to see in Kazik a special kind of mentor, perhaps the manifest 
archetype of the wise old man, who could help him through the inferno of confusion. 
Terry had spoken as we prepared our interview about playing in a band while a 
youth.  I asked Terry about his earlier life in the band.  “So was that your first form of art, 
being a musician?”  “Yes, I believe so.”  Terry answered, “I played the guitar.  We must 
have started in high school, about 1955, somewhere around that time.  A couple of 
buddies and I started playing in the basement of my parents’ house.  Earlier, I had started 
taking lessons to read music when I was about ten, and I did that for about a year and a 
half.”  Terry soon started playing with some friends from high school.  Soon the band 
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played a couple of parties, house parties, then built up to club and event jobs around the 
tri-state region of Kentucky, Ohio and Indiana.   
Terry’s band played with Gary U.$. Bonds, Bobby Blue Bland, and Luther Bond 
who was an early rhythm and blues artist.  He started the Emeralds, an early soul, and 
R&B group.  “We also played with Ray Stevens, whose band scored hits in 1958 with the 
‘Purple People Eater’ and ‘Ahab the Arab.’  We had played many ‘hops’ and when 
Stevens called to ask us to play, he wanted us to back him up.  I told him we don’t do this 
Purple People Eater music, we do blues and rock.  But we thought – well he is a 
recording artist, so we played.  He just said, ‘I play these things in the key of C.  Okay, 
everybody knows it’s C, F and G.’ When he played piano we just followed him, and went 
through the Purple People Eater,’ and Ahab, the Arab’ and then he did songs are band 
played, and I was never so impressed how well that man played the piano…  He rattled 
those keys like Jerry Lee Lewis and I saw Jerry Lee Lewis personally.  Stevens was a 
learning experience ‘cause we hadn’t wanted any part of this.  We thought it was hokey 
kids stuff and this guy was a talented musician.  He’s still out there today playing in 
places like Vegas.  We walked out of there enlightened and humbled.” 
 I asked Terry, “What did you like about music?”   
He reflected, then answered; “I loved everything about music – a beautiful means 
of self-expression.  And I have to say it was fun, exciting and an experience of a lifetime.  
You are up there on the stage performing and communicating with an audience.  You are 
in the public eye, you get to meet a lot of new people, have lots of friends that make you 
feel like a star.”   
I asked, “It led you to…” 
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“We made some pretty good money at times and that provided the luxury of 
buying us a few fine clothes and fancy sports cars.”  I could tell from Terry’s enthusiasm 
in his voice, that his days playing in the band were pleasant memories of good times.  It 
sounded to me as if playing in the band fulfilled Terry’s sense of self-esteem, while 
providing him an artistic outlet. 
Trying to get a sense of the artistic side of being in a band, and playing an 
instrument, I asked Terry, “What’d you think when you first started playing the guitar as 
far as the notes and sound, and everything?  Did you enjoy that?” 
 Terry thought and spoke: “Well, yeah, I always enjoyed music.  The sounds, the 
rhythms, tempo, the different harmonies, contrast, repetitions, these things are all about 
music and played through many instruments.  You become one with the music-and like it 
becomes a part of you.  The instrument becomes part of you and you become part of it.  
And I was into that.  I knew from very young there was something about music that I 
really enjoyed.  I believe music is art, again, and truly one of the greatest forms of self-
expression and feeling.  It can provide so much listening pleasure, entertainment and also 
provoke so many emotional responses.  I didn’t think much about it (music and its 
connection to the other arts, including photography) when I got into photography…  Yes, 
music, it is the greatest form of art, I think.”  
I asked Terry what art meant for him. 
“Art is a gift, a special talent that comes from within a person.  Something hidden 
within us that just needs to be nurtured, cultivated, aroused, and induced.  Whether a 
particular person or recipient of that talent, it is there to be enjoyed and shared by all. Art 
is an expression of talent that comes from within the artist, whether it is through music, 
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photography, dance, glass-making or any of the many art forms.  It’s the sharing of one’s 
gift with others, and how they can benefit from this sharing which gives me a real feeling 
of personal satisfaction.  That's why I think I wanted to be the one to stand up in front of 
a group and teach them.  I picked that up at the Arts Consortium from that teacher, I 
think.”   
I acknowledged the goodness in his words saying, “That's a beautiful thought, 
Terry.” 
“I like to share it,” Terry mentioned. 
Terry wanted to help others through teaching them how to seek, look, and find 
beauty, then capture it using the camera as a means to do so.  Terry’s journey went from 
becoming an artist within his own right, as a superb nature photographer, to an 
outstanding teacher, as well.  There seems to be an intertwining of art and teaching 
manifested in Terry’s very being.  
  “How has art changed over your lifetime?”  I asked. 
“Art is ever changing.  The ideas and tools of the trade are changing.  The basic 
principles of art will always remain the same.  We have information stored in our 
memory of the present and of the past (archetypes).  We analyze this information, 
combine both, add new input, create new tools, and in our efforts come up with new 
means and fresh ideas to advance us into a new period of art.  Yes, art has change and is 
changing rapidly today.  Look how photography and art have changed in the last ten 
years.  The advances in technology have taken us into this new millennium – you are no 
longer just a photographer or painter but also a creator of digital art with the computer.  
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Well, photography it’s everything in the world to me.  I mean that's all I'm about is 
photography, nothing else really.”   
I asked, “So once you got into photography, it's been pretty much of a passion 
from that perspective, hasn't it?”  “Yes, it has been!”  Terry answered. 
I then asked Terry a question around his teaching vocation.  
“You mentioned earlier that you felt a special reward in helping other people to learn and 
fulfill their own – to look through their lens of photography and see how they can do.”  
Terry responded that when you are learning anything, you will stumble and need a place 
to find answers – it could be a book for a reference, “from reading books I have learned a 
lot.  But often, you need a place to go, someone to help you solve a problem…” 
“It can make it much easier in learning, if there's someone to explain or 
demonstrate things to you.  Sometimes it's such a simple question, but you…” 
I broke in, “Sort of help guide you, or mentor you…”  “Right, if you’ve got 
somebody you can go to with your questions, and they give can you to, they will give you 
an honest answer, honest answers, it can make your life a lot simpler…  It's such a relief, 
and you learn and advance much faster like that, I think, too.  And then you apply that 
knowledge.  You experiment and exercise it, and then you learn.   
Speaking of learning from other people, But learning from other people, I know, 
in teaching over the 16 years at Anderson (adult continuing education classes), after a 
while, you realize that you're not only teaching someone something, or expounding upon 
the knowledge in them, they're also teaching you.  And I experienced that in practice.” 
“That's a beautiful thought, so it's a cycle, isn't it?”  I mentioned. 
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“Oh, yes.  I picked up on that in the slide shows.  I taught through giving lectures, 
and giving slide presentations.  Then I would have them shoot a roll of film, and then 
have them bring their slides in for viewing.  I would critique them, and it's amazing how 
much everyone learned from these visual presentations.  For example, I would project a 
student’s image and I would say, ‘This is a good image because it demonstrates proper 
use of composition techniques, or it was shot under perfect lighting conditions that 
enhanced the beauty of the subject.  Then I would ask the student, ‘Could you explain to 
the class how you did this?’  They in turn would give their response.  And so they're 
teaching you also.  It is a cycle.  I learned from them a lot, in teaching them.”  Terry 
realized over time that while he was helping others learn, he was being taught, too. 
I asked Terry where did his insights for art come from?  “Like for some of your 
insights for photography, for instance.” 
“I would have to say from other artists and photographers.  My big one, I guess, 
photography-wise was Ansel Adams for his inspiration, the capturing of beauty and his 
technique.  Then there was Eliot Porter, Ernest Haas, the Westons, and the founder of 
photography, Alfred Stieglitz.  I thoroughly enjoy the paintings of the Dutch Masters, the 
Impressionist painters, and Georgia O'Keefe.  
‘Oh, yeah, sculptors, too.’  I was very impressed by Constantine Brancusi’s work 
‘Bird in Space.’  The simplicity and style of that piece is masterful.  I had never gotten 
into art, or poetry when I was in high school, or grade school.  Maybe it was there, but I 
didn't get any kind of art classes.  It just all of a sudden said to me it's out there 
someplace.  All I have to do is look for it.  I have to just look at it with new eyes, and find 
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it.  And I did, by looking at books by these people, and looking at pictures, images, and 
looking in magazines of like interest, visiting museums, and attending art shows.”  
Terry would look at the images, and think: “who did this?”  He would notice 
similarities or qualities in some of the artists and get to know their work.  He asked 
himself, “Why is that image great?  What caught my eye, what did they see, what piqued 
my imagination and mind? 
Terry would often stay up until 3:00 o’clock in the morning reading.  “I was into 
nature, so I read Elliot Porter, John Shaw, and Freeman Patterson, all nature 
photographers.”  I was amazed at Terry’s desire to learn and see through new eyes. 
Terry would wonder why his work didn’t look similar to some of his favorite 
nature photographers, Porter, Patterson, or Shaw.  Terry attended a few of Shaw’s 
workshops to hone his own skills. 
“It's like, why aren’t my wildflowers as good as Shaw’s?  Well after some trial 
and error, I realized that I was shooting them under the wrong conditions, like on a 
sunny, bright day at high noon, while John Shaw's shooting his at 6:30 A.M. on a 
beautiful soft-lit morning.  I approached them totally different.  And so you learn can by 
reading, looking at their images, and listening to what these people have to say.” 
I was interested in how Terry found others’ work such a source of inspiration.  I 
had thought perhaps that maybe he was inspired by nature itself, the huge inner river that 
connected him to the collective unconscious and dreams. 
“Has poetry been an influence, also, with you at all?”  I asked Terry. 
“Oh very much so.  It is the art of communicating with words.  Photography, art, 
poetry, everything works together or comes together.  My favorite person is Henry David 
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Thoreau.  He creates wonderful mental imagery in my mind through his writings.  As I 
was getting more and more into photography, I’d see other photographers images and in 
reading their articles there would be mention of people like Thoreau, Frost, or 
Wadsworth.  I would think ‘who are these people?  I don’t recall hearing much about 
them in high school, and only a bit in an English class in college.’  I thought ‘Why are 
those photographers reading this stuff?  There's got to be something there, and I've 
missed it, and I'm gonna’ catch up on it now.’  I would go to the library, and get lots of 
books – so many I had to carry them in a shopping bag at times.  And I started reading 
works like Henry Thoreau, and oh, I was excited because what he painted beautiful 
mental pictures of nature in my mind and through his words.”   
“And I thought, Wow, there was this dark, heavy cloud over my head, and now 
it's drifting slowly away.  The sky is clearing and it’s an azure blue.  And it just opens 
your mind, and your heart, and your eyes, you know.  Writing, music, photography, and 
painting…  The Arts, they’re so refreshing.  Everything opened up once I started really 
reading, and really looking at art and photography in a different way.” 
I listened carefully to Terry and asked him, “It really takes you in there, doesn't 
it?” 
“Like a leaf entering the tornado funnel, yeah, I was drawn in.” 
I wondered how Terry, as a child saw the world when he was young? 
His childhood sounded idyllic.  He remembered:  “It was a beautiful world.  I had 
great parents.  My parents were very good to me, and my mother always built my ego up.  
I just loved that.  She just always told me what a nice person I was.  Be nice, be a nice 
person, treat people good, and always built my confidence and ego through compliments.  
  
   176
My father did too.  I looked up to him, and he was a really good man, always there when 
I needed him.  And let's see, what else?  As a kid, I loved the outdoors.  I mean I was 
always outdoors in the woods, or at the parks, playing baseball in the summer, football in 
the winter.  We never were home much.  We were in the outdoors, especially 
summertime.” 
“I particularly loved going to the woods.  Flowers were one of my first 
photography subjects because they drew me into the woods again.  And then, I realized 
also, that the woods – as I got older, seemed to become my therapist.  Oh yeah 'cause I 
just loved going to the woods.  And when I went in there, I forgot about my problems of 
the day.  I forgot about my problems of work.  And it was just like going to the therapy 
office or something, except no waiting and no one hundred fifty dollar fee for the visit.  I 
know one thing, I’ve never needed a therapist either.”  (laugh) 
“Cause you were connected right in there to nature.”  I answered. 
“Definitely.  I loved being in the woods looking, observing, the sights, sounds the 
smells of the earth, the canopy of the forest, and the quiver of the leaf, the babbling 
brook.   
Watching and wondering about all this nature – how do the trees and plants grow?  
Why all the colors, and why all the shapes and forms?  The thought that nothing's all 
black and white in nature, and there's no total straight lines in nature.  And I thought, this 
is not just a woods – this is beauty in a simple, yet elegant form.  The woods are a work 
of art.” 
Terry’s words so reminded me of David Abram’s work: 
Over my head the black sky was rippling with stars, densely scattered in some 
regions, almost blocking out the darkness between them, and more loosely 
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scattered in other areas, pulsing and beckoning to each other.  Behind them all 
streamed the great river of light with its several tributaries.  Yet the Milky Way 
churned beneath me as well, for my hut was set in the middle of a large 
patchwork of rice paddies.  (Abram, 1996, p. 3) 
 
What I heard Terry speak of was that inexplicable connection with our nature. 
Something, that humankind needs especially now, when so many of us are living 
only with each other and within the confines of a technocracy, with a loss of connection 
to the mysterious, beautiful, and ancient. 
“In my classes at Anderson High School, (evening continuing adult education) I 
arranged field trips on weekends with the students.  And one of the most beautiful things 
I ever heard out of one of the students was – we were at Cincinnati Nature Center 
shooting in a drizzle, a rain.  It had rained the night before, and everything was totally 
wet, and it was a glorious lime green type spring.  It was still drizzling a little, and there 
was about eight or ten of us.  And this one woman came up to me at one time, and she 
was about 35 years old.  And she said, ‘Terry, I have to tell you something. ‘ And I said, 
‘Oh, Marie.  What is it?’  And she came over, and she whispered in my ear, and she said; 
‘you know, I'm 35 years old, and I have never been in the woods in a rain.’  And she said, 
‘I can't believe how beautiful it is.’  And I looked at her, and I thought, wow, 35, and 
you’ve never been in the rain in the woods.  She was so thrilled.  She was just amazed.  
Hearing that just made my day.” 
Terry’s connection with nature and art were obvious.  How he experienced a 
learning loop process was amazing to me, in his work teaching new students in 
photography. 
I wondered what Terry’s current worldview was like compared to when he was a 
teenager or young adult.   
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“The world today, it seems like it's in chaos, and it's not at all like when I was a 
kid, 7, 8, 10 years old.  As a kid, everything seemed bright, cheerful, good, and I think 
people were happier.  And today things seem a little different.  People are – they're 
worried.  They're overworked, and let's see, how can I put that?  It seems like all they do 
is work, and worry about jobs, bills, housing, safety, and all that stuff.  It’s disturbing, the 
unrest, politics, and greed.  And I feel very fortunate that I didn’t have to worry about 
those things as a youngster.  Life was good.  And through the years and up to now, I also 
faced a few rough situations, but I have tried not to get so wrapped up and emotionally 
rattled over situations sometimes out of my control.  I have been content having the 
necessities to meet my everyday needs, nothing elaborate and lavish and kept my 
expenses to a minimum.  I try not to be greedy and don’t need to live in the big glass 
house.  It’s like we can choose the lifestyle and path we wish to follow and I chose a 
simple life and a path less traveled.  I can survive on the very basics, am a happy camper, 
and still enjoy a pleasant stroll through the woods.   
I've always been under that kind of thinking of Steve McQueen.  He said once, 
“There's no place in the world that he would rather wake up than in the wilderness.”   
Terry’s reflection reveals a concern for people today, their focus on finances, 
endless buying, and other consumer behavior.  For those of us who were children in the 
1950’s and early 1960’s, life was often simpler and less complex.  Terry seems to worry 
about the future, and sees a dark future unless we as humanity can make a course 
correction back to nature, and now.   
When Terry read McQueen’s quote the first time, he never forgot it.  He resonated 
to those words of waking in the wilderness.  “I'd rather be in the woods than standing in 
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any blacktop parking lot, looking at a bunch of steel and glass buildings.  I don't like that, 
and that's all it's coming to.  They're just destroying nature and putting up parking lots.” 
Terry’s comment reminded me of a Joni Mitchell song, "They’ve paved paradise, 
and put up a parking lot." 
I now asked Terry, “What do you think led to your change in view from 
childhood to now in terms of how you see that?”  I was curious about a possible mid-life 
shift in how Terry experienced his world.   
“The camera, I think.  Yeah, the camera 'cause I had never took a real close look 
at the world like I do now through the viewfinder.”  As a child, Terry often ran and 
played like other children, now he has become much more reflective.  “I look at 
everything through that viewfinder.  I don't go many places without the camera because I 
feel like I might miss something, or I might see something.” 
“Visually – I didn't realize how visual a person I was until I got into photography.  
And today, everywhere I go I’m making visual images.  As I look around a room, as I 
look around a cityscape, or a landscape, I'm always visualizing an image.  It's like I'm 
taking mental pictures of people, places, things, always thinking images whether my eye 
is in or out of the viewfinder.”  Terry’s education and experience have provided him with 
a new means to see the world, a new literal and figurative lens through which to peer. 
“What people or events do you feel may have influenced your life, and how did 
they do so?  You mentioned some already, but I wondered if you had any other ones you 
could think of” I asked Terry.   
“Well, the biggest influence as I’ve already mentioned was Kazik.  Yes, there 
have been other photographers and friends by whom I was influenced.  Well another was 
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Mary Nemeth, my close friend and teaching associate with whom I worked at Anderson 
High School continuing education classes.  I very impressed with Mary’s skills, talent, 
and dedication as teacher and photographer.  And Lynn, my partner, a most caring person 
and understanding person – we both enjoy taking photographic field trips together, 
enjoying life’s pleasures, nature and photographic adventures.  I feel very fortunate that I 
was able to continue my photographic education at the Ohio Institute of Photography and 
Technology in Dayton, Ohio.  Upon graduation from OIP&TI I quickly moved into the 
working world of photography, allowing me to continue advancing in my career choice 
and to follow my dream.  I have enjoyed working in the studio of quite a few 
photographers: Tom Schwartz, Martin Biel, Robert Slack, and Bob Winner.  
Working with these people has been just another wonderful opportunity and 
learning experience in my life.  Today, I presently work with Bob Winner’s studio. 
I wondered if Terry had been Mary’s mentor, or if Mary had been one of Terry’s 
mentors.  “Back in the ‘70s I met Mary at the Cincinnati Nature Center’s photography 
class.  There were people there who were producing good nature pictures, good nature 
images.  I thought, okay, there's some learning to be done from these people too.  Terry 
joined this group, and enjoyed participating and learning along with Mary.  Then, the day 
came when the program director, Page Burke, said ‘how would you like to teach a class 
here?’  And I thought, ‘are you kidding?’  Ask me again.  ‘Man, have we arrived?’  I 
thought that was pretty cool, an honor, a privilege and an opportunity.”   
“Ah, let's see, other people.  Well, Mary – Kazik, my students: Gail, Leslie, 
Virginia, Sue, Linda, Vickie, and Patsy.  Like I call them the ‘Magnificent Seven.’  At 
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one point, after teaching about eight years at Anderson, in those years I had the majority 
of students who were women.”   
“The best photographers in the class every time, every year, without fail, were 
women.  I picked up on that pattern.  I don't know what it was, but I think, some of them, 
they wanted to take pictures of everything, their children, and everything, and their 
families.”  Terry knew that whatever their motives for initially taking one of his classes, 
he would have something to impart, to share.  He would say, “I will try to teach you 
something, you must show me you are willing to work hard…”  “Yes, I was trying to 
follow in the old Master’s footsteps, and with Kazik you thought you were going to learn 
just one thing.  Well, he didn't teach you just about photography.  He taught you about 
life.” 
“I thought, if I could do something that in these classes - if I could teach, inspire – 
show them more, really have them open their eyes, their minds, and their hearts to this 
thing, that would be an accomplishment.  And I was very fortunate to do that  - some of 
these people became good photographers, and they really did work at it.  And I knew it 
too, so you really – you work hard to help them out.  But this group, The Magnificent 
Seven, these women were in photo clubs and other photography competitions and they 
were always winning.  I was promoting that too.  I would say to them, I don't want to 
hear anything but that you’ve won first place.  Not second place 'cause second place is 
just the first loser, and we're not losers, we're winners.  And I'm not teaching you to 
become a loser.’  I would just aggravate some of them to the point where they knew they 
would want to produce winning images so that I would say to them, you did a good job, 
you got first place.” 
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My sense was that Terry felt very proud of his students, especially his women 
students and wanted to see them succeed.  Terry also noticed a trend with many of his 
students – they would come back to repeat a class, saying that they had missed a few 
things the first time through and wanted to fill those holes in their learning.  As they came 
back even a third time, their work would reflect the improvement.  One of Terry’s 
students, a successful realtor, Gail Kissenger, told Terry that she was going to quit her job 
and become a full-time artist, a photographer.  Terry was worried. 
“I'm really getting serious about this photography, Terry.  I think I might quit my 
job.  And I said; ‘Oh, Gail, are you serious?’  I thought; ‘Whoa, I don't want to be 
responsible for her losing her house, or her car and everything.’  Well, she said; ‘I'm 
going to do it one day.’  And I said; okay, Gail, you know it's not easy, and to make a 
living it's really hard.  But she did it, she quit totally and yes, she succeeded.  She knew 
enough people and made contacts, and she was doing all kinds of successful freelance 
work.” 
“Then the others, some of them, you know it just turned their lives around.  Some 
of them were divorced, and they were sad.  And when they picked-up on photography, 
and it changed their whole lives, and their outlook on life.  And I've had them come to me 
and say; ‘you know I was so glad to meet you and take your class, and to be introduced to 
these other people.  We've all stuck together over the years, and it's like a real nice group 
of talented people.’” 
Terry takes special pride in his ability to share his passion for art through 
photography and nature.  He also feels a special fulfillment when he realizes how many 
peoples’ lives he has touched in a positive manner. 
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I now asked Terry, “Well this leads to the next question, which sounds like it 
would fit in.  How would you describe transformation?  Like a lot of times, you think 
about change, like people change their underwear, or they might change their point of 
view.  But transformation, how would you describe the difference between those two?” 
“Well, let's see.  I'm not sure from what perspective, but I do know today that people 
change jobs like some change their underwear… everyday” Terry answered. 
I tried to provide an example of transformative learning.  “Okay, it sounds like 
this Gail, the realtor.  She made a pretty big change, almost like a transformation in how 
she saw her world maybe.  It was kind of a deep, lasting kind of change, that maybe 
opened up her – like what happened to you and me.  When we went through an 
experience, where it – like you with photography, and me with photography, where it 
backed us up, and it made us see the world through a wider lens and deeper.  And it was 
like a permanent change where we couldn't go back to how we used to be.”   
“Right.  Well, as far as transforming myself or them?”  Terry asked. 
“Just transformation in general. . . the idea of transformation.  If you think about 
people being transformed, as opposed to just changed?”  I answered. 
Terry described transformation as a means of opening a “whole new world” to 
someone, and “through this process made them better people, more confident, more 
creative.”  Terry notes the number of single moms, or single people, who may have come 
to the classes initially as a means to escape their problems, possibly use them as a form of 
therapy, or just to learn a new skill, who have preserved and become successful artists 
through their photography and even show at some of the Tri-state region’s better juried 
art shows.  Terry thinks of the great personal transformation that he has witnessed and I 
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am sure, helped to bring about, in many of his students’ lives.  I could sense in Terry a 
desire to do an outstanding job mentoring and teaching his students that not only was he 
sharing technical knowledge, but also helping his students make sense of their lives 
through nature.  While not aware of the terminology and theory of transformative 
learning, Terry not only showed evidence of his own, personal transformation, but 
wanted to serve as a catalyst to deep and lasting change in others that could lead to their 
transformation, too. 
“How would you describe your own transformation?” 
“Well, similar.  It just took me to a place of happiness.” 
Terry made it sound so easy, I had to ask him, “Was it real easy, or was there any 
pain involved on the way?” 
“There was blood, sweat, and tears.  I gave up a lot.  I gave up the financial kind 
of world thing because I could have probably been selling golf clubs for McGregor's.  I 
had been given an offer.  I turned it down, and that would have been pretty lucrative 
today.”  Terry experienced a strange juncture with fate when he stayed home to help his 
father with the family business instead of taking a high paying sales job with an 
economically lucrative future.  Then he experienced the young art couple that sparked his 
interest in art and photography, then Kazik, on to poetry, painting, music, and 
photography…  He also went through a divorce during this period, and remembered 
facing a huge fork in the road of his life.  He could follow his heart and photography with 
great risk and little security, or go join the corporate road with almost guaranteed bonuses 
and great economic possibilities.  Terry stayed the course and kept his sails set for the 
land of art.  Terry’s life flow seemed to be full of synchronicities. 
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“How old were you, Terry, when you went to Kazik’s and got involved with all 
of that?”  “I was probably 37 or 38.”  Terry answered.  “So you were in the midlife then, 
were you?”  I asked. 
“Yeah cause I came to Dayton when I was 43, I think, to study at the Ohio 
Institute of Photography and technology.  Yes, I was in my mid-forties, and I didn't know 
what I was going to do.  But I just thought I could learn something with this camera, and 
maybe I could make a career.  But I thought if I could learn more about photography, I 
could make it my career.  I thought it would be an opportunity to better prepare myself 
for the future.” 
Terry saw his choices lead to ultimate happiness, though with some difficult 
times.  Terry remembers:  “Oh yeah, sitting in an office.  [Laughter]  I knew I didn't want 
to do that.  I had been in sales, sold cash registers, sold chemicals, sold at the carryout 
retail business.  And I thought, okay, I really like this art chance now to take a new 
direction– at the fork in the road, you know.  You can go this way, or you can go this 
way.  Which road leads to happiness?  And I thought, I really like this art, this 
photography, and maybe I could do something I’ve never before done before.  And I 
thought I knew what working in an office all day was like, or on the road all day long, 
selling stuff.  And I thought, yes, it'd be great if I could just take pictures and make a 
living that way, and it worked out.  But there were times it was a real struggle.  I 
remember having 25 cents in my pocket, just enough gas in the gas tank to ride from 
Cheviot to Cincinnati Nature Center.  And also, it was extremely difficult to choose 
between the path with art as my career and the path with significant lovers (who were not 
willing to go through financial struggles with me while in the process of changing 
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careers).  Should I sacrifice my dream to keep someone I love?  Or do I trust that if I 
follow my dream, another person who loves me will show up some day?” 
I asked Terry, “What is your experience of life at midlife like?  Right now, what's 
your experience of life like, and how is it different?  Well, I think we talked a little bit 
about earlier years.” 
“Yeah.  Right now, it's good.  I've been blessed with good fortune and friends.  
I'm enjoying where I am right now.  But I’m a little restless again.  I haven’t been 
teaching regularly now for a few years, at least since Mary and I discontinued our 
programs.  – We haven't taught.  She's started traveling with her photography shows, then 
her mother took ill and her time filled with different responsibilities.”  
“But I'm wanting to do this teaching thing again, in some way.  I do a little with 
individuals and photo clubs.  I'm in one of the photo clubs up here in Dayton, and they've 
asked me to give a program on landscape photography, and participate in teaching around 
places like the Cox Arboretum.  And I thought, okay, this works for now, but my heart 
tells me I’ve got to get up there again in front of the class, spreading the word again.”   
“That's good.  I have only a few more questions.  One, is what type of learning 
experiences do you feel that may have helped you to have a deeper understanding of 
yourself?”  I asked Terry. 
“Hmm, a deeper understanding of myself.  I am positive photography is the best 
career choice I ever made.  It also has ways of keeping you humble.  People think it’s a 
really glamorous job, and that you’re always in the limelight, big city, bright lights, and 
there are some photographers in that position.  It isn’t always like that.  There are times 
when you get to experience a little glamour, travel, shoot in exciting locations, and meet a 
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few big name people.  I’ve had my share of fun with that side of the business.  However, 
on the other side, the personal/artsy side, you can be humbled by what’s being done by 
other great photographers.” 
“Today, you get on the Internet, and look at websites.  Some of these people are 
so creative, and artistic, it can humble the best of us.  Guys like Michael Fatali in Utah.  I 
don't know if you're familiar with him.  He's just fabulous.  He shoots 8” by 10,” and I 
just love that kind of work, and the beauty.”   
“Just seeing great images like his has such emotional impact on me.  So, as I said 
earlier, I am on the computer quite a bit and I look at web sites.  When I see a great 
image, I look at the credit, and I'm on the web looking for that website to find that person 
because I want to see what they're doing.  And I've learned like that.  There's another 
photographer named Tony Sweet.  He's in Maryland.  He started out in Cincinnati, also, 
and he writes photography books, gives lectures, workshops, and teaches.  It's what I 
should be working toward again.  Instead of taking the groups, and waltzing people 
around a local park in Ohio, why not take them to Utah to shoot the Escalante Grand 
Staircase?  But these people, their work inspires and draws people to them.  By the way I 
just ran into Tony in the Smoky Mountains last week, and, we've conversed on the 
computer, and I've gone to a couple things that he's done locally in Kentucky.  And it's 
just a pleasure to meet these people and see their work.”  
“Am I'm getting off the track?” 
“No, you're doing fine.  At this point in life, what's really important to you as a 
person?” 
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Terry thought for a moment then, answered, “We'll, right now I'd say one of the 
most important things in my life are the people.  I would be less organized and 
technically challenged on the computer if it weren’t for Lynn believing in me, inspiring 
me, and keeping me focused.  Because I tend to get a little loose and scattered at times.” 
I had to laugh.  I mentioned:  [Laughter] “I have that problem, too.  I know about 
that, believe me.”   
“Yeah, and with Lynn, (Terry’s partner) she kind of tries to keep me in focus, and 
it's really good.  It's really good.  And some of the people in my life, like Mary Nemeth, a 
teacher, a real schoolteacher, are important to me.  And when you have to work and put a 
plan together with Mary like that, it's like focus, you have to focus.  You’ve to have a 
plan because these people are coming here to learn.  They are paying and they expect to 
learn.  We were always ready when the bell rang.”   
I hear in Terry’s words a deep appreciation and love for his partner, Lynn, and for 
those who are important in his life.  I also hear a desire to return to teaching and sharing 
his knowledge and approach to art with others, both neophytes and more practiced 
photographers.   
“There is a lot more than aperture and shutter speeds, I wanted to teach them the 
rules, then how to break the rules, get them beyond the basics, push the envelope, take it 
to the edge, and find out their own means of expression, creativity and artistic flair.” 
I wondered what connections Terry saw between heart and art. 
“Between heart and art?  I think I mentioned earlier about Yusef Karsh who said 
‘it comes from the mind and the heart.’  I understand that because when you immerse 
yourself into an image you're looking at, and you’re concentrating so much that it just 
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becomes part of you.  You are stimulated visually, you’re feeling it emotionally, totally 
consumed, and the experience is so intense, it's all about the mind and the heart, 
definitely.”   
“You just don’t take one look and walk away.  You have to really take a good 
look and study the image, or study the subject that you're looking at to really see it.  We 
create images, we don’t just take images.” 
I had another question for Terry, “Okay.  Terry, if you think about the cosmos, do 
you see like the universe as something cold and disconnected, like a lot of scientists will 
tell you, that goes by just laws of nature?  Or do you think there's some kind of a mystical 
connection to the whole universe, and us, and everything?” 
“I totally believe there's some connection.  There's something beyond.  There's 
some kind of intelligent energy behind what we're seeing.  I believe there's a creator.  
Man could not create things that we see in nature – so diverse and complex yet orderly.  
Man is just destroying the earth, and that's sad, because some things are breathtakingly 
beautiful and irreplaceable, like the giant sequoia trees.  Which makes me realize what I 
like about photography – it really makes you see and appreciate the beauty in places like 
Utah, Arizona, and the Great Smokey Mountains.  Photography makes you feel 
connected to that intelligent energy.”   
“When you go to Utah, and you journey miles into the Escalante Grand Staircase 
area (hundreds of thousand miles of wilderness of unspoiled land), you’re surrounded by 
amazing desert rock formations that have been there since before the Dinosaur age, 
millions of years ago.  Little has changed there.  You feel like you might be seeing 
landscapes similar to the ones Moses or Adam and Eve saw.  I like that!  It speaks to you 
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of people, places, animals, and cultures long gone.  However, today there are mining 
roads in that wilderness.  The government has their hand in there in places, but you really 
have to look to find it.  The terrain offers the people as sense of freedom.” 
 Terry’s journey has been hard, painful, and without economic fruits; yet he has a 
freedom through his art and connection with nature and many friends that has a far 
greater worth.  We will speak again. 
On a day with storm warnings and dark clouds covering the sky, I returned for my 
next interview with Terry.  His faded North Face T-shirt, shorts, and sandals expressed 
his more casual and relaxed mood for our next interview.  We sat down, drank coffee, 
and iced tea, making small talk and reacquainting with each other after the last few weeks 
since we had seen each other.   
We started our interview with a discussion of his early connection between art 
and music.  Terry explained how when he was about seven years old, he remembered his 
family getting together.  There was his uncle who played the banjo and guitar, and 
another relative who played piano.  They all had great fun with music and family all 
night.  “They would have fun drinking beer all night and playing music well into the 
night…family gatherings…  I think that was my first inclination to music.  My dad came 
home with a guitar and I started hummin,’ and strumming, I wanted to start playing the 
guitar like my uncle did and like the music currently on the radio.  One time when I was 
in high school, I saw the Everly Brothers in a small club and attended an annual talent 
show at Western Hills High School called Band Wagon.  This also inspired me in music, 
I wanted to learn and get up on stage.” 
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We next discussed creativity and Terry explained his awareness of connectivity of 
the arts in the context of creativity.  “You know that these things are related, music, art, 
photography, dance, its all related, there’s creativity in there, the same basic elements in 
these arts, but I didn’t realize that until later on when you further advance yourself in 
your art or creativity, it’s all about contrast in music and art, and photography, it’s all 
about composition.”  Terry later mentioned the connection between music and 
photography.  “You know there’s a connection between photography and music, and how 
they can mix and overlap and build on each other.  In photography, the composition 
consists of line, shape, pattern, textures, harmony, along with high-key (light, airy), low-
key (dark, moody) and color.  In music, the composition usually contains elements of 
balance, contrast, rhythm, harmony, and these relate to our emotions.  But I didn’t realize 
the similarities, connections and how much they built on each other until I became much 
more involved in photography.” 
Terry noted that observing experts is one great source of inspiration – watching 
other musicians perform and looking at other photographers work.  In addition, another 
great resource is visualizing the goal.  He mentally visualizes a field trip the night before, 
seeing in his mind what the location may be like, and plans for possible images.  Once he 
arrives with his group to their destination, Terry carefully assesses light and other 
conditions.  “You also need to be flexible and have a plan B if conditions change.  For 
example, if it’s raining, you might look for interesting water shots.  If the wind is 
blowing, work with it to your advantage showing motion and movement.  If flowers are 
not in bloom, try shooting the trees.”   
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When Terry and I discussed transformative learning, Terry thought about it in two 
different contexts.  The first was Terry’s own transformation, the second the 
transformation he saw within his students.  Terry attributes his own, personal 
transformation to choosing a path of art, as opposed to commerce and financial reward, of 
going with soul, not pragmatism.  He also underwent an additional transformation when 
he resonated to teaching and being able to share his art gifts with others and see them 
grow.  “I felt a transformation, a desire, not only to capture beauty, but a mission to pass 
something on, to help others to see and understand better, to inspire.” 
Terry indicated that his success with his camera as a tool means being able to 
create the kinds of artistic images he dreamed of capturing, and being able to pass on how 
to create those images to others.  He thought, “I know how to do this, it’s coming pretty 
easily now, and I could help somebody else do great photography.” 
While Terry sees value in teaching his students, he sees his prime purpose in 
inspiring his students.  “I am teaching them what I know, but my main thing is, I like to 
inspire!  I like to inspire!  That’s what I want to do!  I heard some students tell me, ‘you 
and your images are inspiring me!’”  Terry realized his role was to teach and inspire.  
When Terry first taught his continuing education class, he originally filled the blackboard 
with everything to avoid talking.  After he went over the material, he got into the flow, 
and started teaching differently, using the student’s work to critique, along with his 
lectures and demonstrations.  “I had twenty-five students in my first class!”  Terry 
exclaimed. 
 Terry mentioned that all of art comes from the heart.  “You can see it in 
photography, you can see it in music, you can see it many arts.  Look at musicians, I 
  
   193
know too, that feeling, when it’s going well – the rhythm, the beat, when you’re in your 
groove, it’s happening, you know it, and you can see it on people’s faces, too!” 
 Later we discussed the difference between Terry’s perspective on life from when 
he was young, and now, when he is much older.  Terry described his life, as “non-linear, 
kind of a Magical Mystery Tour,” like a magic carpet ride in a way.”  He discussed his 
early work in sales, working with his father in the family carry out business.  “They 
weren’t stopping points, more like distractions.  Maybe I didn’t realize it at the time, until 
the time came when I was about forty years old, and I had to make the decision, ‘Where 
do I want to go next?’  I wanted that road that could just open up something, open up my 
heart, mind, body, everything.  I thought, ‘photography is it!’  I knew it could be where I 
want to go, so that was the road I chose, and the road I choose right now.  It is the Road.  
You know once you are on the path, which then becomes the highway, in the groove, it 
all comes together.  It’s not the destination, it’s the journey, you know… along that 
journey you will run into a few obstacles but there is always a way around them.  Life has 
its up’s and down’s, I’ve had a few, but it’s been a good life.  It’s a good life, as long as 
you’re happy, and I’ve always been happy.”  
Terry recounts how he has had this happiness with music, “because all things 
relate, I’ve had it with music, with photography, because it’s a mood.  Music can create a 
mood, ‘it can take you up, and it can take you down, it can take you all around (Moody 
Blues).’  It’s about emotion.  It just gets down to your emotions.”  Terry speaks of getting 
so lost in the viewfinder of his camera, that he forgets time and place.  This maybe a sign 
of deep work in the right hemisphere of the brain, the location for work with symbols, the 
collective unconscious. 
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 I asked Terry what he would suggest to people who want to be more creative or 
people who may be contemplating a big change in their lives. 
 Terry’s suggestion for others is to “Follow your dream and don’t give up.  Have a 
plan and work the plan.  Study and learn everything you can about your field of interest.  
Associate and surround yourself with people of similar interest.  Think positive, because 
what you think is what you become.  Don’t ever give up because you will survive and be 
happier in the end!  I had that dream.  I wanted to be a photographer.  I followed my 
dream and became the teacher and photographer.  I encountered stumbling-blocks in the 
road a few times, but I thought, ‘I will not give up.’  There will be something better on 
this journey, and it’s just around the bend.  I’m going to stay on this road and follow my 
heart and feelings.  I did it, and I feel that way still today.  I’ve lived my dream.  Sure it 
would have been better financially, but personally and emotionally…there’s nothing 
more gratifying.” 
 On Monday, August 13, Terry and I had a final conversation about leadership and 
the arts.  When asked about how Terry saw himself as a leader, he answered: “I never 
gave it a lot of thought as far a leader; as a leader or a leader as artist?”  I explained to 
Terry that I was asking him to think of how he saw himself as both an artist and a leader.  
He reflected then explained that he saw his roles in large organizations as a leader in a 
much different context.  There, formal reporting relationships, tasks, responsibilities, and 
other issues defined much of what he did as a leader.  As an artist-leader he went back to 
seeing himself as a leader of a small group through influencing individuals who 
comprised his photographic art classes. 
 Terry shared: “I would have to relate it back to just again being in charge of 
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photo-groups and the classes I taught, I led those people into photography, all through it, 
in leading them on many field trips and things like that.  Many of my students came in 
there, looking for a change, the women, especially; they were looking to either start a 
photography career or make good images, or just changing their life style from a life style 
get in with a new group, a new lifestyle, there were three or four in that group that turned 
out to be excellent photographers. 
Well, I guided them with a lot of patience, TLC, because I was so concerned that 
they learned.  I was somewhat strict, but in a different way, I could be pretty persistent 
about it but I would give them reminders, kind of a supportive style, a friendly reminder.  
I would tease them in this area.  I was a coach and mentor, try to guide with patience and 
good judgment with them individually.  Your just looking at different objects and you’re 
looking at them with a different perspective, probably more pleasurable than dealing with 
a nine to five dress thing (traditional business work).  Yeah, dealing with pleasures and 
beauty of life is a lot easier than dealing with big problems at work within a large 
organization.” 
 Terry believed that for an artist leader to be successful, they needed to start with 
themselves.  “You have to set high standards for yourself, you have to believe in your 
self, you have to have some abilities before you lead anybody and I think through my 
experiences they were all learning lessons and I learned something and how I applied 
what I learned.  It takes one person, sometimes, to shake the tree.” 
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Figure 4.08 Terry Cavanaugh, Art Photographer (Photo by Terry Cavanaugh) 
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Chapter Five 
"The artist is not a person endowed with free will who seeks his own ends, but 
one who allows art to realize its purposes through him.  As a human being he may 
have moods and a will and personal aims, but as an artist he is "man" in a higher 
sense - he is "collective man," a vehicle and moulder of the unconscious psychic 




Emergent themes are those that initially come from the portraitist’s “first efforts 
to bring interpretive insight, analytical scrutiny and aesthetic order to the collection of 
data”  (Lawrence-Lightfoot & Hoffmann Davis, 1997, p. 185).  Like a central theme or 
thread, every participant has a life course running through, and discovering this life 
course is the most central part in constructing the final portrait.  Once this has been 
discovered or revealed, then the challenge of making meaning and understanding 
symbols and metaphors becomes important.   
Emergent themes bring forth the subjects “raison d’etre” and many metaphors and 
symbols that need to be assessed within the context of the subject’s life.  Some 
portraitists use coding as a means of maintaining their data, coding by theme.  Also, the 
emergent themes come from all of the collective data, transcripts, audio-tapes, art works, 
written information about the subject and sometimes face to face information from those 
who personally know the participant. 
Four Major Emergent Themes Were Found Through the Portraits   
They were: 
• Creativity – the Source of Art 
• Imagination – Between Creativity and Art 
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• Integration of Arts – Interrelatedness or the Cosmic Web of Art 
• Love of Nature 
Subordinate emergent themes from the portraits.   
They were: 
• Sense of Family 
• Women as a Powerful Force 
• Often Early Engagement with the Arts in One Form or Another 
• Awareness of a Sense of Loss and Societal Regression 
• Importance of Teaching as a Transformative Learning Mechanism 
• Resiliency 
Conceptual Meta Themes 
• Transformation Through Art 
• Transformation at Mid-Life 
In this section, emergent themes will be discussed and their connections to the purpose of 
the study examined. 
Major Emergent Themes 
Creativity – the source of art. 
Creativity appeared as a dominant theme in the portraits of the three participants.   
Jean Benedict Raffa (1994) lists these qualities based on the feminine principles:  
“Creativity based on intuition, instinct, dreams, images and imagination” (p. 146).  She 
then identified the following qualities based on masculine principles: 
“Creativity based on logic, thought, reason, theory and ideas” (p. 147). 
  
   199
  Dreams, or the unconscious, appear as a creative force in all of the participants.  
Alyce admitted to some dreams, but overall was inspired by the incredible natural beauty 
of her surroundings.  While Lisa revealed the most connection to her dreams as 
metaphors for herself and her life, and found artistic inspiration in some of them, Terry 
primarily used his dream material for planning his field trips and work.  Also, the 
unconscious provides material for creative expression, as does the innate sensing ability 
of the participants to not only relate to their environment but to become one with it, to 
feel it, and for it to be part of them; so they experience creativity in both a sensing means 
and intuiting means.  
According to Jung, he believed that creativity was connected to us in childhood: 
 
Consciousness grows from unconsciousness…  I have often been asked how the 
conscious rose from the unconscious.  The only possible way to answer this is to 
infer, from present experience, certain events which lie hidden in the abyss of the 
past, beyond the reach of science.  I do not know that such an inference is 
permissible…  There are two distinct ways in which consciousness arises.  The 
one is a moment of high emotional tension…  the other way is a state of 
contemplation, in which ideas pass before the mind like dream-images.  Suddenly 
there is a flash of association between two apparently disconnected and widely 
separated ideas, and this often has the effect of releasing a latent tension…  In 
every case it seems to be the discharge of energy tension, whether external or 
internal, which produces consciousness.  (Jung, 1991, pp. 115-116) 
 
Jung speaks of creativity as:  
 
True productivity (creativity) is a spring that can never be stopped up…  Creative 
power is mightier than its possessor…  No breaking down of repressions can ever 
destroy true creativeness, just as no analysis can ever exhaust the unconscious…  
The unconscious is the ever-creative mother of consciousness.  (Jung, 1991, p. 
115) 
 
Jung then explains that consciousness that emerges has two distinctly different roots, one 
is what he considers left over traces of real happenings from childhood and infancy, and 
the other may come from the mythical dimension.  These are the roots of what become 
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known as the personal unconscious and the collective unconscious, and creativity is what 
may emerge when these are made conscious. 
Alyce’s mid-life reflection art emerged from her unconscious, and brought her 
through creativity to transformative learning.  “The painting sort of came to be very 
strong and very helpful and I got very into it.  That’s my story, I think that’s the whole 
story!”  It was a powerful current from her unconscious, coupled with her sensory 
impressions of her adopted land, Northern New Mexico, which provided much of the 
creative source material for Alyce.  David Abram, as he writes in The Spell of the 
Sensuous:  
To touch the course skin of a tree is thus, at the same time, to experience one’s 
own tactility, to feel oneself touched by the tree.  And to see the world is also, at 
the same time, to experience oneself as visible, to feel oneself seen.  Clearly a, 
wholly immaterial mind could neither see these things nor touch things – indeed, 
could not experience anything at all.  We can experience things – can touch, hear, 
and taste things – only because, as bodies, we ourselves are included in the 
sensible field, and have our own textures, sounds, and tastes.  We can perceive 
things at all only because we ourselves are entirely a part of the sensible world 
that we perceive!  (Abram, 1996, p. 68) 
   
My sense is that the creative stream both rises from Alyce’s unconscious and 
manifests itself in her filtering of what she sees in the real world, and also a unique 
oneness with her physical world, where she is at times the world around her, and the 
world around her is part of herself, at the same time.  This fits well with her self 
proclaimed fit on a balance between realism and imagination.  It is not one or the other it 
is a balanced juxtaposition of both.  Alyce seems to possess a gift in observing her 
surroundings in an accurate, sensorial sort of way, then allowing archetypical energy to 
emerge, and flow through her accurate observations, while she works with her paints and 
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canvas.  The results reflect her new form of Southwestern Landscape that she pioneered, 
and others have copied. 
I suspect that having been around art, through attending art shows, working with 
her husband in film and early New Mexican art may have helped to imbue her with some 
interest in art that manifested itself so greatly, once she was able to experiment with 
different media until she found the one to which she so greatly resonated. 
Lisa Zawadzki mentioned her earlier feelings of transformation that came to her 
in dreams and powerful feelings about the river, being the river, and being charged with 
the power of the river.  She recognized the river for a metaphor of herself, at mid-life.  
Some of her creativity, like Alyce, came directly from her engagement with the land that 
she loves.  With Lisa, another stream of unconscious creativity comes in to her via 
dreams. 
In Dreamgates, author Robert Moss states:  
Twilight states of consciousness provide ideal conditions for the creative flash: 
the spontaneous birth and coupling of images, an at-onceness of perception, a 
mingling of ways of sensing and perceiving, an alliance with helpers from the 
imaginal realm.  (Moss, 1998, p. 142) 
 
He also quotes Arthur Koestler who “maintains that the ability to regress at will, 
to the games of the underground, without losing contact with the surface, seem to be the 
essence of the poetic and of any other form of creativity” (Moss, 1998, p. 142). 
Lisa also seem to have held a thread of creativity inside – from her earlier dance, 
to poetry, to finally painting, a new means of creative expression that emerged at mid-
life.  Her way of transformation wasn’t an epochal event, but rather what Daloz (2000) 
refers to as not one isolated but rather “emanate from a support system of family and 
friends, support groups, and/or spirituality (p. 106).”   
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At mid-life Lisa found herself migrating from poetry to pastels and then oils.  
Whether as a means of honoring her late father’s desire to succeed as a painter, or as a 
means for her to allow the imaginal and archetypal to emerge through symbol, Lisa took 
to painting and has worked to improve her expression and technique.  Like Alyce, she is 
strongly influenced by the New Mexican landscape, and creativity emerges from her 
through the images and colors that appear via her dreams and trips to various locations, as 
well as her memories of place. 
All of the participants spoke about creativity.  Terry mentioned: “You know that 
these things are related, music, art, photography, dance, its all related, there’s creativity in 
there, the same basic elements in these arts, but I didn’t realize that until later on when 
you further advance yourself in your art or creativity, it’s all about contrast in music and 
art, and photography, it’s all about composition.”  Terry noted the many similarities 
between the arts in the context of the elements of line, shape, patterns, line texture, 
sounds, high key, low key impact, color, shape, and form.”  Terry mentioned that his 
dreams usually came before he conducted field trips.   
Imagination – between creativity and art. 
 Imagination was a major emergent theme that appeared in all three portraits.  
While seemingly similar to creativity, imaginative and creativity are not the same.  
Creativity according to the New College Edition of The American Heritage Dictionary 
(1975) is defined as: 
creative – adj. 1. Having the ability of power to create things.  2. Creating; 
productive.  Often used with of.  3.  Characterized by originality and 
expressiveness; imaginative. (p.  311) 
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Imaginative is defined in the same dictionary (1975) as:  
Adj. 1.  Having a strong imagination, especially creative imagination.  2.  Tending 
to indulge in the fanciful or make-believe.  3.  Created by indicative of, or 
characterized by imagination or creativity.  (p. 657) 
In terms of Jungian psychology, June Singer, Jungian analyst, tells us: 
Music and art serve as gatekeepers to the invisible world.  By releasing the 
individual from the strictures of words, they allow the imagination to play with 
sound and image.  When play is unstructured it provides many openings for the 
unplanned and the unexpected.  Poetry falls into this group also, as do some forms 
of fiction and drama.  When these are more evocative than descriptive, they invite 
us into the mysteries.  (Singer, 1998, p. 36) 
 
Mezirow reminds us that in his initial transformative learning theory, the potential 
to change our frames of reference come not only from a cognitive rational perspective, 
but also from using imagination.  Mezirow posits “imagination is central into 
understanding the unknown; it is the way we examine alternate interpretations of our 
experiences by ‘trying on another’s point of view” (Mezirow, 2000, p. 21).  Alyce Frank 
rated herself on a continuum “somewhere between imaginative and realistic,” 
acknowledging her need and ability to hold both polarities in creating her paintings.  Lisa 
Zawadzki sees “art, like dance, a combination of the abstract and the concrete.” 
 On Imagination James Hollis notes:  
Indeed our capacity for symbol making differentiates us from all other natural 
species and makes our spirituality possible.  It is our imaginal capacity (our ability 
to form images which carry energy) that constructs the requisite bridges to those 
infinite worlds which otherwise lie beyond our rational and emotional capacities.  
Without the archetypal imagination, we would have neither culture nor 
spirituality, and our condition would never have transcended brutish rutting in the 
dust en route to becoming dust itself. 
(Hollis, 2000, p. 6) 
 
Hollis reflecting on why he values art differently than psychology argues: 
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However when I reflect on why I have valued psychology but loved art, why I 
find the arts a more reliable guide to human history, behavior, hidden motive than 
may be found in books of psychology, I am driven to confess a personal bias.  I 
find myself treasuring that which stirs my imagination, moves me deeply, and 
opens me to enlarged vision, no matter how or in what fashion this may be done.  
(Hollis, 2000, p. 61)  
 
All of the study participants expressed a strong connection to creativity and 
imagination.  Lisa and Terry used metaphors quite frequently, and Alyce spoke of the 
unique place between seeing the natural reality of what she was painting and what 
appeared on her canvas.  Within that sacred space lie creativity and imagination.  Alyce 
self-described herself “somewhere in between practicality and imagination.”  Lisa shared 
many metaphors for her life, especially the river, and the imagination.  Terry spoke often 
of the imaginal realm, the realm of connecting between now, and the far distant past 
through some of the wilderness landscape and work of past artists.   
The big question, though, is how this major theme of creativity flows back to the 
primary question of this dissertation.  That is, “What was the experience like for those 
mid-life adults who may have experienced transformative learning through one of the 
arts?”  While I had suspected that since these particular participants might find creativity 
high on their emergent themes, it was because not only did they experience the arts at 
mid-life, but two of the participants made a life commitment to their art and one is 
working through the process of whether or not she will stay with her Muse.  Had they 
encountered art and experienced the Muses, with some sort of subsequent transformative 
learning, it may or may not have been highly attributable to creativity; but then it may 
have been, too.  Often, even a short exposure to art, as experienced in art or music 
therapy, may bring forth the creative as well.  In Betty Friedan’s The Fountain of Age, 
(1993), Friedan mentions an initial brief encounter with art by surgeon Joe Wilder who, 
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at mid-life, recognizes something missing in his life, and engages with Muse continually 
thereafter.  I think it is the movement from the first half of life to the second that creates a 
certain opening through soul that provides a greater than normal unconscious call to 
creativity.  With some of us, we experience our creativity through art. 
In Finding Meaning in the Second Half of Life (2005) James Hollis notes the often 
feeling of depression that overwhelms us at the completion of our first half of live, when 
we may have reached both financial and social success.  There is something missing 
inside of us, even though we have climbed the ladder and found the grapes of success 
bitter, not the sweetness we had anticipated.   
In the second half of life the ego is periodically summoned to relinquish its 
identifications with the values of others, the values received and reinforced by the 
world around it.  It will have to face potential loneliness in living the life the 
comes from within, rather than rather than acceding to the noisy clamor of the 
world, or the inconsistency of the old complexes.  It will have to submit itself to 
something larger, sometimes intimidating, and always summoning us to grow up.  
It will need to live by verifications from within…  And how scary is that?  
(Hollis, 2005, p. 153)    
 
From Chapter III Research Context and Methodology of this dissertation I have 
identified another goal of this research study was to uncover the critical lived experience 
of mid-life adults who may have experienced significant transformation through art; the 
study is a descriptive, phenomenological, hermeneutic inquiry using the art and science 
of portraiture, a methodology developed by Sara Lawrence-Lightfoot (1997).  Both 
emergent themes of creativity and imagination hearken back to this uncovering of the 
critical lived experience of the three mid-life artist/participants.  While two of the three 
participants experienced some sort of direct art or creative experience as children, it was 
only at mid-life that they came to experience the full-blown experience of art and 
soulfulness.  Lastly, from Chapter 1, on creativity and Mid-life development: 
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Hollis cautions us that we owe much of what we experience as mid-life crisis, or 
what he refers to as the mid-life passage, to this split.  When the forces build internally, it 
is as if we find ourselves at the juncture of two great tectonic plates, and when the 
pressure ridge builds to a high enough level, movement occurs.  Hollis calls this “the 
fearsome clash between the acquired personality and the demands of the Self… the old 
self must die so that the new one may be born” (Hollis, 1993, p. 15).  This new birth is 
liken to Jung’s integration of personality at mid-life. 
Human imagination is one of the special gifts that afford humans the possibility to 
dream and to create.  “The primary imagination is the essential instrument of ‘all human 
perception.’  It moves at some level in all of us.  It is the animating force of our 
sensations” (Ulanov & Ulanov, 1991, p. 9).  Imagination, the wellspring of art, and, 
hence, creativity, comes from psyche and soul.   
Integration of arts – interrelatedness or the cosmic web of art. 
First experiencing pottery, then music, Alyce Frank felt her way to expression that 
would make meaning for her.  Once she tried painting, she knew she had found the Muse 
to encourage her.  Alyce early on from the 1950’s had edited films for her husband, 
Larry, and may have developed a sense of composition and movement from her film 
work, but painting was her first unique and individual expression. 
Alyce enjoys not only painting, but also classical music, and has an appreciation 
for Native American and other South Western art.  She feels and is aware of the 
connection of all arts.  From editing, and working with her husband, Alyce may have 
developed a sense of composition, color, and aesthetics, as a means that ultimately helped 
her with her painting.  From her lived experience she has been able to feel the skeins of 
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connection created between music, visual art and tactile art.  Having experienced film 
with her husband, and then pottery as her own art form, followed by music, finally 
resonating to painting, Alyce experienced first hand the connections between the arts. 
In her portrait, Lisa mentioned, “Dancing and expressing myself that way, very 
abstract, and then again very concrete.”  Lisa discussed how dance, poetry and painting 
all combined abstraction and concreteness.  She had ambivalent feelings about her work 
and way of seeing in the context of the group of women with whom she was working.  “I 
felt like, well, I paint landscapes.  They’re pretty obvious, pretty concrete.  I realized that 
I did have a more abstract way of viewing the world, and I thought, ‘Well, maybe my 
artwork does show that more.’”  Lisa was explaining that her landscapes were concrete 
and obvious to her, yet more traditional artists or people viewing her art might see it as 
quite different from realistic art.  “I work in a class with 16 ladies, and it’s interesting 
because we’re all older ladies, many retired.  And a lot of them paint very, very lovely, 
nice work.  But it’s very realistic, and I think, ‘that must be the way they look at the 
world.’  And then my work, I don’t know, tends to be not quite so realistic, and I think, 
‘Maybe that’s the way I look at the world.  I think from my dancing experience, I think 
the opportunity to be expressive concretely and also to put a more abstract twist on it has 
always been something that I like.”   
 Lisa’s awareness of art not only included an awareness of different media, but the 
difference between abstraction and concrete.  She saw her dance and poetry both being 
able to handle both polarities of concreteness and abstraction. 
Terry Cavenaugh mentioned the critical importance of “Music, writing, 
photography, art, poetry, everything works together or comes together.  And as I was 
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starting to get into more photography, I started – I heard other photographers, I'd read 
their articles, and they would mention people like Thoreau, or Frost, or Wadsworth, and I 
thought, who are these people; I didn't do this in high school.”  He saw the linkage 
between all of the forms of art, and the undergirding of creativity that serves as the 
wellspring of all of the arts.  Terry started to hear notes in some of the spots of light 
appearing across some of his photographic prints.  He found himself reading melodies 
that he found appearing in his work.  While lying in the sun in a park, reading poetry, 
Terry would read something so lyrical, then see the sky and woods and suddenly connect 
the poetry to the visual.  His hands would quietly and slowly cross over stone or wood 
sculpture and he could imagine moods or other emotions emanating from them. 
Love of nature. 
 Alyce enjoyed nature but found restrictions in how she could engage with nature 
after her polio experience as a child.  Prior to her polio onset at eight or nine years old, 
she had been a star athlete, even captain of one of the boys’ teams.  When in college, she 
was an expert marksperson and the only woman on the rifle team at the University of 
Chicago.  Later, as an adult, she was taken with the natural beauty of New Mexico, and 
had lived earlier in Southern California, another place of great natural beauty.  Alyce 
comments: “I like painting out, I told you I had polio as when I was a child, so I can’t do 
a lot of hiking, basically and it was fun, the landscape so rewarding.”  Alyce’s eyes light 
when she thinks of being outside, in the mountains and woods that she so loves in her 
New Mexico.  She loves the change of seasons, with so much variety, within a fifty-mile 
radius of her house.  Today, she and her friend often make day outings around Arroyo 
Hondos and Alyce becomes energized by the light, smell, and feel of nature in her area. 
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Lisa spoke about her love of nature, “driving around dirt roads, camping and 
backpacking and her sense of freedom, of “endless expanse” found at that time in New 
Mexico.  “I think that’s part of what you get with art, and you get when you write a 
poem.  I can rhyme it, I can do anything, like free verse.  And painting, too though it’s a 
little trickier with painting for some reason…  I love nature, but it’s more than that.”  
This attraction to freedom may also be allegorical for Lisa’s desire to freely express 
herself how she wants, without the confines of structure and rules.  In speaking of the Rio 
Grange Gorge, a natural source of her artistic inspiration, she said, “It’s just a half hour 
out of Taos – and you just drive up and there’s this big damn gorge – It’s incredible!”   
Lisa also mentioned, “And not this space, but my home in New Mexico, which is 
really, I suppose, a metaphor, as I talked about earlier, for the human condition… no, it’s 
even more than that.  Not the human condition, the condition of nature.”  Lisa reflects 
that there should be a lot of empty space out there, out where she lives in New Mexico, 
that there “shouldn’t be more human occupied than natural space.”  Lisa has a sense of 
place, but admits that she does, yet it’s full of grief, enough for her to cry over. 
Terry mentioned his love of nature.  “As a kid, I loved the outdoors.  I mean I was 
always outdoors in the woods, and playing baseball in the summer, football in the winter.  
We never were home much.  We were outdoors, summertime especially.  
I particularly loved going to the woods.  And I think that that's why I started with 
flower photography 'cause it took me back to the woods again.  And then, I realized also, 
that the woods – when you get older, the woods became my therapist.  Oh yeah 'cause I 
just loved going to the woods.  And when I went in there, I forgot about my problems of 
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the day.  I forgot about my problems of work.  And it was just like going to the therapy 
office or something, I don't know…” 
While a student of Kazik Pazovski, Terry Cavanaugh developed a much deeper 
appreciation for nature, based on an incipient awareness of the force of nature as seen 
through photography, painting, poetry, and music.  He remembered how much he loved 
the slide shows of natural places, done with the music of George Winston.  One of his 
early questions captured in an interview for his portrait was: “I always loved beauty, and 
nature as well, and I wondered how many times – how could I capture a piece of it?” 
Terry used to look at beautiful photographs, find out who did them, and read 
about them, learning more about their work. 
When you go to Utah, and you get into this Escalante Grand Staircase area, it's 
like this is hundreds of thousand miles of wilderness.  There's nothing, in there, but 
what's been there since the Jurassic age or whatever, millions of years ago.  Nothing's 
changed in there.  But I like that about it because it's not spoiled.  It's so much – a million 
acres, or whatever it is there, of unspoiled land.  It had to be like they saw it too, except 
for some changes with the erosion, weather, and other related things.  But it amazes me 
when I walk into the outskirts of those areas – that tells you something!” 
All of the participants expressed a high resonance for the natural world and being 
in communion with nature.  They also are all plein air painters (and photographer) in 
addition to some studio work.  Nature seems to be both an artistic source of inspiration 
and a personal means of connecting with something important and archetypal. 
Alyce paints primarily landscapes, Lisa lately has been doing more landscapes, and Terry 
has continually photographed landscapes, flowers, and other natural geologic features. 
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Both Lisa and Terry alluded to nature as a therapeutic means of personal recovery.  Alyce 
also finds a re-energizing in nature, and her field trips for plein air painting give her a 
force that provides the impetus for creating with her paints and canvas.     
 In his The Transformative Vision, Jose Arguelles calls to point that in the post-
Renaissance European tradition landscape or nature is seen as something outside of, or 
separate from humankind, “a kind of backdrop to man’s activities” (Arguelles, 1975, p. 
104) while in the Eastern tradition of China and Japan nature painting is inclusive of 
humankind and focuses on the integration of humankind being fully engaged with nature. 
There is a large difference in how nature in art is perceived in both of the cultures; in the 
West, it is again primarily seen as a backdrop for people, while in the East it is seen as an 
integration of whole life, living mountain, mist, clouds, humans, animals and plants.  
The Oriental view of nature assumes an inherent correspondence between mind and 
nature; hence it cannot really be called landscape.  This is not to say that European 
nature painting is not at times comparable in this regard, but that the general 
impetus behind it was quite different from the Buddhist orientation of the oriental 
tradition…Wilderness, the lofty mountains, the changing seasons, the varied life of 
plants are valued because them is revealed the same self-same breath that gives 
man his duration and sustenance.  (Arguelles, 1975, p. 104) 
 
My sense is that all three participants see nature as a very visceral, and powerful force 
that animates their work.  From the interviews and portraits they reveal strong 
connections with the elemental leitmotifs that are hidden behind nature.   
 Arguelles mentions “If in the inner world of mind there is a primary ground where 
man and nature fuse into one, this ground may be reached only by traveling inward 
through the intuitive right-hemisphere of psyche, for psyche is more primary than techne” 
(Arguelles, 1975, pp. 104 – 105).  Arguelles sees sadness in the “very necessity for 
projecting it (the ideal landscape) arises from a unconscious acknowledgement of man’s 
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alienation from nature.  So alienated has he become that he must replace actual nature 
with a false nature in order to get back to an ‘ideal’ nature” (p. 106).  
 I suspect that since art and mythos may come from the same place, the place of 
preconsciousness we call the collective unconscious, it would only be natural for artists to 
find inspiration in nature, both through symbolic and manifest archetypal material, as 
well as in their own individual unconsciousness through dreams and other means.  
Phenomenologists speak of reality as something that is fluid like and interwoven between 
sensations and perceptions.  Philosopher Maurice Merleau-Ponty (1973) asserted that: 
“only through our carnal body can we know our own experience” (as cited in Abram, 
1996).  This part of artistic awareness in the context of nature is what Terry referred to 
when he described being with a woman who had never experienced being in the woods 
during the rain before. 
  Terry mentioned, “I’ve always been under that kind of thinking of Steve McQueen.  
He said once, there’s no better place in the world he would rather wake up than in the 
wilderness.”  Terry seems to see a dark future unless we as humanity can make a course 
correction back to nature and now. 
Alyce Frank remembers the time between the world wars as one in which  
Americans had a “can do” upbeat attitude, a time when “Americans thought everything 
was going to be just fine.”  Today she doesn’t see it like that anymore, saying it looks 
terrible, that we are on the “wrong foot” and doing things wrong.  So many of us, 
especially artists, can see and feel this disconnect from a healthy living with the earth. 
 Terry mentioned early on about his belief in a mystical connection to the whole 
universe, that there is something beyond us all.  He believes that there is some kind of 
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intelligent energy behind what we’re seeing.  Terry reflects on mans destruction of our 
planet: “Man is just destroying the earth, and that’s sad, because some things are 
breathtakingly beautiful and irreplaceable, like the giant sequoia trees.” 
 Lisa Zawadzki speaks of a sense of her landscapes being both concrete and 
abstract; she sees her work concretely but not realistically, so that it has a sense of 
presence without historic pretense or imitation.  When she speaks of a painting she is in 
the process of doing of the Rio Grande River Gorge up near Taos, she speaks excitedly 
about the metaphors found in the painting, of herself, as the river itself, riding down into 
the vast depth cutting through millions of years of knowledge and depth to the core. 
Subordinate Themes 
These subordinate themes are not subordinate in the strictly Latin root of the word 
as in “below ordinary” but rather themes that emerged that seemed important enough to 
discuss their role in how they may have lead to perhaps helping the participants in 
reaching their success and perhaps experiencing transformative learning, or they may 
have provided the building blocks or stepping stones that could have given the 
participants the ability and strength to maintain focus when they needed it.  While these 
themes may not be as directly as related to art, mid-life and transformative learning, they 
may have been some of the nurturing or physical/psychological challenges that may have 
provided the impetus for the participants to focus and energize themselves to achieve 
their goals in their chosen work.  
Sense of family. 
Family foundation is a theme that emerged from all three interviews.  All 
participants mentioned the support from their parents or families as a child.  This may 
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have helped the participants to grow strong identities and develop a sense of self-esteem 
and a feeling of being able to choose different careers.  As good soil and watering grows 
a tree, nurturing may help develop humans to a point where they may develop greater 
coping skills, greater resiliency against the storms of life and perhaps different ways of 
inquiry and  seeing things.  All three participants were appreciative for their families.    
Alyce Frank mentioned in our initial interview that: “We weren’t too regimented.  
A nice family, lots of love and affection, that’s about it.”  She had mentioned in a 
conversation with Kate O’Neill (1997) “Neither Barbara nor I lost our voices, our sense 
of ourselves-but we both had good moms.  Even though Barbara didn’t have what I had.”   
“What’s that?  I (Kate) ask, intently curious.  Lycee says, quite matter-of-factly.  
‘Total perfection for a mom.’” 
In her portrait, Lisa mentioned,  “My parents were just really wonderful, nurturing 
people.  Lisa then explained that she had a younger brother, “a very nice guy.”  She also 
spoke about her mother, “my mother was a teacher.  She’s a really smart lady and a hard 
worker and interested in other people and culture.  My dad?  He was a philosopher.  He 
would say, ‘I was born in the wrong time.’”  Lisa also speaks to the women in her life.  
“I’ve had a lot of women in my life.  Women were very powerful in my life… sometimes 
good, sometimes not, but they were very powerful so I grew up thinking women could 
rule the world.”  Lastly, Lisa admitted to often reflecting what her great great-great-
grandmother and earlier ancestors were like.  Family and nurturing are important to Lisa. 
Terry described his childhood as: “It was a beautiful world.  I had great parents.  
My parents were always – Let’s see.  They were very good to me, and my mother always 
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built my ego up.  I just loved that…and my father, too.  I looked up to him, and he was 
really a good man.” 
This sense of a positive and nurturing or accepting family may have provided the 
metaphorical soil for later growth in the participants’ feelings of being able to choose 
whatever they wished to do in life, to be free to experiment with different choices. 
Terry’s acceptance by his family as a musician and his close ties with his extended family 
may have helped him to develop a stronger ego as he grew into middle life. 
Women as a powerful force. 
Alyce alluded to her mother as “perfect.”  She also has a special woman friend 
with whom she paints and succeeded as a woman in a highly competitive university (the 
University of Chicago) in the 1940’s and 1950’s, even earning recognition on the 
school’s rifle team.  She appeared very comfortable in her role as one of Taos best known 
and respected artists today.  She participated in the Taos Seven, a group of seven women 
painters who worked together for a while.  Alyce’s mother was the main tree that held the 
family branches together through the turbulence of family tragedy and the upheaval of 
WWII.  Going back to the focus of this study, that is, trying to understand through the 
narrative portraits of the participants possible transformative learning at mid-life, it 
appears that in Alyce’s life, her mother was able to provide her and her brother with a 
strong sense of security, a sense of family and enough belief in themselves to go through 
the University of Chicago – Alyce started at fifteen years old and finished at eighteen 
years old.  She mentioned in a conversation with Kate O’Neill (1997) “Neither Barbara 
(Zaring) nor I lost our voices, our sense of ourselves – but we both had good moms.  
Even though Barbara didn’t have what I had.”  From our initial interview Alyce 
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mentioned: “We weren’t too regimented.  A nice family, lots of love and affection, that’s 
about it. 
By the time that Alyce had reached a point in her life when she had time for 
painting, she met up with another woman, Barbara Zaring, fifteen years apart in age, and 
both of them became friends, enjoying each other’s company while painting within about 
a seventy mile circumference of Taos.  With their own unique styles, the two women 
enjoy painting together and have formed a friendship that has spanned several years.  
Often they paint quietly together and later may converse about their families or kid each 
other (O’Neill, 1997). 
When I interrupted Lisa’s flow answering her statement about women “being able 
to do anything” it was in the context of our conversation around what she saw women 
being able to do, as a child, back in the 1950’s and 1960’s.  Hearing her finish with, “rule 
the world” was liberating to appreciate a woman who grew up with such role models of 
women and in a home where she saw women with power and strength.  She also spoke 
about her mother, “my mother was a teacher.  She’s a really smart lady and a hard worker 
and interested in other people and culture.  Lisa also often reflected on what her Bavarian 
great-great grandmother would have been like; living in her small wooded village almost 
two centuries before.  What kind of art might she have practiced?  Quilting?  Sewing? 
Terry saw his mother as a very special human being.  He also has a high regard 
for his women students and feels the greatest success when many of them can improve 
themselves personally through photography.  Being a teacher and mentor to his students 
is very important to Terry at this point in his life.  He also has a partner who shares his 
love of travel and photography, whom he respects very much.  He worked closely with 
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his teaching partner of many years, Mary and they both created a synergy from their 
relationship. 
Could this theme of women as powerful force come from the recognition of 
psyche as the mother of art and creativity?  Interestingly, all of the participants found 
their mothers and other women as people who had special powers, gifts, or means to 
perform.  Lisa remembers the dynamic energy of her dance instructor, Elizabeth Waters, 
who taught her how to express herself with her body.  Later she danced in a traveling 
troupe throughout New Mexico and lived with a roommate who was also attending 
classes at the University of New Mexico like Lisa.  Lisa gave great credit to her first 
dance instructor, Elizabeth Waters, and some attribution to a few of her painting friends 
while Terry Cavanaugh expressed tremendous pride in his “Magnificent Seven” a group 
of women whom Terry believed to be the finest photographer students with whom he has 
ever worked.  Terry mentioned of these women during his interview: “I would just 
aggravate some of them to the point where they knew they wanted to produce winning 
images so that I would say to them, you did a good job, you got first place.”  The best 
photographers in Terry’s classes were always women, without fail.  Terry also gave 
credit to friend, Mary Nemeth for her mentoring role in helping Terry develop his 
teaching style and nature photography insight.  The two of them worked especially well 
together and often did nature photography slide and music presentations at Kazik’s 
school of photography. 
Could Psyche, as the feminine in our culture, be influencing those of us who 
engage with the arts?  Researchers and philosophers such as Arguelles (1975) see a 
healthy society one that has a balance of what he calls, Psyche and Techne in its culture.  
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So perhaps this seeing of powerful women by the participants is a way that they have 
connected with the feminine in our collective unconscious as well as conscious realm. 
Early engagement with the arts in one form or another. 
After sensing the participants’ seemingly happy childhoods, I wondered how 
much that a solid sense of acceptance and nurturing played in helping a child develop 
artistic interests and expression later in life.  I also saw revealed a strong sense of 
engagement with the arts in one form or another in the participants’ childhood, with the 
exception of Alyce, who resonated to art at eighteen years old.  
Alyce remembered her family as not interested particularly in the arts but rather in 
politics and business.  Her first real recognition of art and it’s possibilities occurred for 
her at eighteen years old when she experienced the Van Gogh Paintings and Drawings 
special loan exhibition held in 1949 and 1950 at the Chicago Institute of Art.  “When I 
saw the Van Gogh, I got the picture, although it hadn’t come to bear any fruit at that 
time.” 
Lisa’s mother enrolled her as a child of ten in dance classes and she loved the 
sense of expression that those classes provided.  “I danced with Elizabeth Waters from 
the time I was ten and she was just a wonderful teacher.  She taught expressive 
movement… and you get hooked on expressing yourself, that’s what you want to do.”  
Seeing her father struggle so with art must have been very difficult for her as a child; 
perhaps some of his wanting to be an artist, and being around his materials and friends 
may have provided an influence along with her dance work.  She remembered her 
father’s obsession with self-help books in 1960’s and 1970’s and how ironic that for her 
“The tool has been the art.  Something he wanted so badly was like a curse, but for me it 
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has been a key to fresh air.  I am using art, and maybe being used by art, to reshape 
myself into a more conscious person.”  As a child, involved with modern dance, one of 
the greatest things Lisa enjoyed was being able to create a story out of it. 
Terry’s family had always been involved with music, and his father gave him a 
guitar while he was still a child.  He was also encouraged to play his instrument; his uncle 
played piano and the extended family always enjoyed family musical events.  Playing his 
guitar perhaps gave Terry the opportunity to create in a way that made him feel that he 
had a gift, and that he could contribute to other’s enjoyment, even as a child.  Imagine the 
pleasure that Terry must have felt while playing his guitar at some of the family 
gatherings, or the joy that Lisa felt, while dancing for a recital for her parents.  Quite 
often, early exposure and engagement with the arts may provide an immediate portal into 
the arts, while for others of us, it may serve as a dormant seed, to lie await, until it may 
awaken at mid-life, when the conditions are right.  While this dissertation looked at adults 
at mid-life who had engaged or re-engaged with the arts, and then sought for possible 
transformative learning in the participants as found in their portraits, it appears that early 
engagement may either lead one to direct and continuous engagement with art, or provide 
one with an opportunity to develop an art or arts to a point, then engage in some other 
part of adult life such as a career, family or vocation, allowing for a reconnection to art 
when a unique alignment of opportunity and interest comes together.  In some cases, for 
example, with Alyce Frank, early exposure to art didn’t come until eighteen, as a college 
student and that opportunity may have provided her with a seed of art that may have 
germinated within her until she was ready to grow. 
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Awareness of a sense of loss and societal regression. 
 Alyce mentioned in our initial interview that her sense is our society is going in 
the wrong direction.  “I was always as a young person very upbeat, and thought 
everything was really going to be just fine.  As an older person now, and watching the 
things that are going on now, you know, it was such an upbeat time in the country too, 
with it between the wars and the young America was strong and could do everything.  
We were all part of that I think and I think it doesn’t look like that anymore.  It looks 
terrible and we’re all on the wrong foot.  We’re doing it wrong.” 
  Lisa discusses her change in world-view from her earlier years to the present: 
“As a teenager, in the late 60’s, early 70’s, I really thought there was a lot of hope, and 
I’ve become more of a pessimist, I think.  Lisa went on to discuss how she believed “that 
there was a sort of core hopefulness in the 60’s and 70’s that has been really watered 
down.”  In her interview Lisa spoke of her feelings between heart and art.  “Well, it’ s 
direct.  It’s a direct connection between what concerns me – in my art it’s the landscape 
so it really has to do with my home; and not this space, but my home in New Mexico, 
which is really, I suppose, a metaphor, as I talked about earlier, of the human condition.  
But not even – no, it’s more than that.  Not the human condition but the condition of 
nature.”  Lisa is very concerned that there shouldn’t be more human occupied space than 
non-human occupied natural space in New Mexico, where she lives.  To Lisa this is 
wrong, to have nature so out of balance.  “When I talk about the heart in my paintings, 
part of it is – it’s like the openness is important, the space, what that means, the 
opportunity for freedom… then the other part is very specific to New Mexico.” 
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While Lisa has a good sense of place here, she admits that it’s full of grief.  It’s just, oh 
God!  It’s just full of grief, and then I think that’s all right.  I mean I could cry right now.  
People should feel that.”  
Terry commented: “The world today, it seems like its in chaos, and it's not  
like when I was a kid, 7, 8, 10 years old.  Everything was happy, and people were 
happier.  And today, it's, I think, a lot different.  People are – they're worried.  They're 
overworked, and let's see, how can I put that?  It seems like all they do is work, and 
worry about jobs, bills, housing, safety, and all that stuff.  It’s disturbing, the unrest, 
politics, and greed.  And I feel very fortunate that I'm not worried about that kind of stuff, 
really.  I can live on real basics.”   
“But I don't want to be worried about all that stuff.  I'm too wrapped up in still 
nature.  And if they want to worry about that, if they have to live in their $1 million 
houses and stuff, that's fine with me; they can do that.”  
Terry expresses concern for today’s endless focus on consumerism and a deficit 
economy that extols everyone to buy so much that we don’t need, and to even go into 
debt to do this.  While all three participants live comfortably, none live lavishly, and all 
seem to live within their means.  All three share a deep concern for the future of our 
world and our culture.  They see less collaboration in politics, more social polarization 
and in general a sense of spiraling downward socially in our world. 
 Interestingly the two landscape painters in New Mexico both paint the indigenous 
nature seen through their unique lens while the photographer primarily focuses on nature, 
too.  This particular theme seems especially linked to the one of love of nature.  Being 
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aware of nature in a phenomenological sense and seeing the devastation wrought by 
humans in the late twentieth century is particularly painful. 
Importance of teaching as a transformative learning mechanism. 
 Both Terry Cavanaugh and Lisa Zawadzki found their own teaching process a 
very transformative and creative endeavor.  When I asked Lisa about what kind of 
learning experiences that may have helped her to have a deeper understanding of herself, 
she mentioned, “teaching, ironically enough, I think it makes it obvious kind how – what 
kind of a learner you are and you focus on things.  Also the death of my father as well as 
relationships with other people all helped me to have a better understanding of myself”  
Terry also underwent an additional transformation when he resonated to teaching 
and being able to share his art gifts with others and see them grow.  “I felt a 
transformation, a desire, not only to capture beauty, but a mission to pass something on, 
to help others to see and understand better, to inspire.” 
Terry indicated that his success with his camera as a tool means being able to 
create the kinds of artistic images he dreamed of capturing, and being able to pass on how 
to create those images to others.  He thought, “I know how to do this, it’s coming pretty 
easily now, and I could help somebody else do great photography.” 
While Terry sees value in teaching his students, he sees his prime purpose in 
inspiring his students.  “I am teaching them what I know, but my main thing is, I like to 
inspire!  I like to inspire!  That’s what I want to do!  I heard some students tell me, ‘you 
and your images are inspiring me!’”  Terry realized his role was to teach and inspire.  
I suspect that both Lisa and Terry teach and inspire in their work and that it is 
through the intertwining of teaching and inspiring that they will leave positive legacies 
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with their students.  While not a teacher, Alyce Frank gave great appreciation to painter 
Ray Vinella, for his excellence in being a superb painter but especially outstanding 
teacher.  Perhaps being a teacher, or the student of an outstanding teacher can lead to 
transformative learning also, through art or otherwise. 
Resiliency. 
 In all of the participants’ stories there emerged a sense of resiliency, especially 
with Alyce and Terry.  Alyce had as a child, to deal with the death of her father at an 
early age, major moves across country, and at age nine, trauma of realizing that as a child 
athlete she now had polio.  Previously, she could outrun most of the boys, play sports and 
do well out of doors, but now those days were over, and now mundane tasks like walking 
would be difficult, much less running and playing team sports.  Alyce never succumbed 
to self-pity and instead strove relentlessly towards achieving academically, and as a 
member of the University of Chicago rifle team, where she earned recognition for her 
prowess. 
 Later in Alyce’s life, she had the challenge of experiencing her house burning 
down with a major loss of most of her possessions, then moving with two children and 
her husband to a deserted morada, bought site unseen, in northern New Mexico, and 
turning what was a “haunted place for the keening over dead bodies” into a house for a 
family of three, then later, four, was a real challenge.  Now, in her early seventies, 
dealing with the loss of her husband and the continued development of her career and 
passion, show an amazing resilience. 
Lisa acknowledged a life she described as “pretty organic.”  She felt like she 
never experienced any big changes in her life until menopause, then she had to grapple 
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with dealing with her changing feelings and her new interest in painting.  She related to 
being part of a continuum from the far distant past of her great great-great grandmother in 
Bavaria, to her life in New Mexico, today.   
She showed some resiliency in managing her early dance career, and college 
work, then later, in dealing with balancing her family life and art.  She also expressed 
some resiliency in accepting and trying to come to terms with her father’s inability to 
ever feel like he was able to express himself in art successfully.  That may have been a 
very difficult issue for her to work through, but she was finally able to focus on her own 
work. 
Terry revealed tremendous resilience in being able to bounce back from divorce, 
loss of work (at one point his father’s business was closed since the owner of the building 
tore the building down), major transition from a guaranteed prestige sales job with 
significant income to a sustenance living as an artist.  Terry also came back a number of 
times, through his teaching work, and eventual studio work after completing his formal 
training at an age when many photographers and artists might be thinking of retirement. 
Having resiliency may be critical in having the strength to follow through with the 
artistic vision in spite of negative people who may see a middle aged adult’s engagement 
with art as unrealistic, ludicrous or non-productive.  When adults at mid-life may be open 
to experimenting with the arts, they may be doing so through art therapy, art workshops, 
or art through continuing education.  Providing support to helping them develop or 
improve their resiliency may be a critical action that might improve their potential 
success with potential towards experiencing transformative learning through this process. 
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The Conceptual Meta Themes 
Personal transformation through art. 
Alyce Frank seems to have carried the metaphorical seed for her potential art 
blossoming from her initial exposure to exciting art, at a Van Gogh Exhibition, a major 
one, planned and sponsored by both the New York Metropolitan Museum of Art and the 
Chicago Art Institute.  The show, from 1949 through 1950, had a profound effect upon 
Alyce, who was a graduating senior at the University of Chicago, “When I saw the Van 
Gogh, I got the picture, although it hadn’t come to bear any fruit at the time…  I had no 
idea I would be an artist.”  After marrying and raising three children Alyce finally had 
time to reflect at mid-life and decide what she would do next.  After a month of reflective 
grieving she felt ready to engage with art, first trying ceramics, then music through the 
guitar, she tried painting and “it went right away!”  She seems to have experienced 
transformative learning in a way of having been through a “disorienting dilemma” 
(Mezirow, 2000, p. 22), one of the criteria per Mezirow for transformative learning.   
Disorienting dilemmas can be either a unique, life-changing event, or occur over 
time.  Alyce seems to have experienced the longer time of possible critical reflection, as 
well as a shorter, more intense period during her forties when she reflected upon many 
personal issues and through which her expression through painting emerged.  Grappling 
with her father’s death and trying to make sense of her own polio, trying to understand 
the losses and see the possibilities seemed to bring Alyce to the Muses, finally settling on 
painting as a naturally expressive means for becoming herself. 
 Lisa, too, seems to have experienced a somewhat long period of reflection, then, 
at mid-life, decided to leave teaching for a while and pursue painting.  She mentions 
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when asked about major life changing or episodic events, “I never did.”  She married, 
raised three children, and taught, all in her hometown.  “It all seemed very organic.  
There was no big shift.”  This echoes Daloz’ (2000) concept of transformative learning:  
Transformation is often understood as a lonely and rather sudden event – Saul 
falls off his horse and becomes transformed into Paul.  This may be true in some 
cases… but the ‘catalytic events’ that often precipitate transformation are not 
isolated but rather ‘emanate from a support system of family and friends, support 
groups, and/or spirituality.  (Daloz, 2000, p. 105 - 106)  
 
This is what Daloz alludes to Mezirow calling a “incremental transformation.”  Lisa may 
also be in the process right now of experiencing powerful change of an epiphany like an 
event through her dreams and metaphorical work with being a river in the canyon of life, 
striving down to the deep unconscious or center of her self. 
In the portrait of Lisa, I knew that she had some understanding of Jungian 
psychology, I suggested the concept of something below the surface, like archetypes as a 
conversational means to help Lisa through providing a word that she might find helpful in 
her difficulty to put words to that ineffable feeling that she was struggling to describe…  
She was then able to discuss and clarify her feelings much better around what the river 
and gorge were, and it turned out they were powerful metaphors for her self. 
Lisa seems to have found herself experiencing a certain level of transformative 
learning as she deals with her own feelings coming to her through the images emerging in 
her art as well as her self-awareness and clarity coming from her work in her art groups, 
where she seems to become more aware of self-awareness issues and separating those 
from herself, and in developing a greater self-understanding of her own value and voice 
and being able to accept other artists for their work and inspiration, too, even though she 
may not resonate to it.  
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Lisa’s latest revelations about herself and her work evoke a consciousness raising 
around her own awareness of herself as a serious artist, her own self-awareness issues 
with her art, and a new awakening to seeing her shadow, and learning from it.  She also 
notes that for her, introspection seems to lead to clarity in both her art and her personal 
life.  She notes that introspection has been a critical means for her to transform through 
art and in her life.  Introspection might also be considered a form of critical reflection, 
tying in with Mezirow’s original theory of transformative learning through critical 
reflection.  Lisa also revealed the therapeutic affect of art for her. 
 Terry like the other participants, seemed to experience art in a different form 
while young, through music, and at mid-life, through seemingly unconnected 
coincidences, what Jung might call ‘synchronicities’ found himself in photography.  In 
Terry’s interview he speaks of coming to art through the teen-agers influence on him, 
earlier influences from seeing a fellow soldier taking photographs that made an 
impression on Terry and taking some photographs as a young man in the Boundary 
Waters area.  Terry’s experience of going through a divorce, trying to balance his own 
life needs and needs with that of his birth family likely created a state for transformative 
learning.  Terry appears to have experienced a level of personal transformative learning 
in how he changed in seeing his world even more, once he left business and became 
completely engaged with not only photography, but in his self-study of some of the other 
arts.  Finding his vision as ‘an inspirer and teacher’ was likely evidence of further 
transformative learning, in transitioning from a practicing artist to teacher, guide, and 
mentor.  
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Terry’s dilemma, like Lisa’s is the dance between individual recognition in their 
communities for their accomplishment and art as an emergent force from their creativity.  
In this case, Terry’s excitement about music initially as a means for recognition, money, 
and those things money can buy young people.  Terry later speaks to music as “sounds 
and rhythms, parts of you, extension of your body music as the ultimate art, so he has the 
polarities of personal satisfaction-recognition and the persona with its awareness of the 
power of art, not just as a means for material accomplishment, but as a numinous force. 
Summary of transformative learning through art. 
So while transformation for Alyce and Terry may have included some elements of 
this incremental transformation, they also appear both to have more of what could be 
called ‘epiphany events’ that brought them through the transformation, their 
transformation coming about from a combination of the two approaches.  Lisa, however, 
saw her unfolding and transformation as an “organic process” that naturally unfolded 
over time, more in accord with some of Daloz’ thinking (Daloz, 2000).  All of the 
participants, however, had times when they reflected over their lives, trying to make 
sense from the first half, seeing where, when they might examine their early lives frames 
of reference and their attendant habit of mind and points of view they might want to 
change those frames of reference based on a new reality.  This might be the start of the 
transformation through art.  Unlike Mezirow’s original theory of transformative learning, 
transformative learning through art could occur symbolically or through manifest 
archetypes expressed in media.  
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Transformation at mid-life. 
 The criteria for this study was that the participants had to be middle aged or older, 
and have some form of engagement with art.  Interestingly, all of the participants found 
their major art form of expression in mid-life, not before.    
Alyce experienced a very personal and inner reflection at mid-life, and then seems 
to have come through it in a way that reflects transformative learning.  It is apparent from 
our conversations that Alyce is a highly reflective person, one who has mastered a Zen-
like ability to balance the esoteric with the quotidian.  When we discussed sensing and 
intuiting, or “practical or imaginative” Alyce saw herself “somewhere in between.”  She 
has developed a unique painting partnership with a long-term friend, and expanded her 
way of being in the world since her experience with painting.  That time for Alyce was a 
mid-life time for dealing with feelings that finally emerged after being hidden under the 
multiple layers of daily living and planning that seemed to take so much of our early 
lives…  Reaching into her inner self and having the maturity to know what was really 
happening within, to be able to reframe her life as an artist, provided her with a 
transformative learning experience. 
At mid life Alyce resonated with painting but had earlier tried ceramics and music 
when she first went looking for a means of self-expression.  She experimented with both, 
but knew painting would be her medium once she experienced it.  “The painting sort of 
came out to be very strong and very helpful and I got very into it.”  Now, at seventy-two, 
Alyce continues to paint with the same enthusiasm that she had even twenty years ago.  
When asked what is really important to her today, Alyce simply, but with enthusiasm, 
answered, “I’m looking for it, that’s exactly where I am!”   
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Lisa reflects on what she has read about transformation.  One of the insights that 
she has is that transformation is a big value judgment, but “then on the other hand maybe 
that is how they see the world.  They just see this beautiful, beautiful place.  I’m opening 
up to the idea that bad as I think the painting might be on one level, and on another level, 
maybe that’s okay.  I’m looking at it from a wider perspective.”  Patricia Cranton’s 
definition of transformative learning is: 
"Transformative Learning occurs when, through critical self-reflection, an 
individual revises old or develops new assumptions, beliefs or ways of seeing the world" 
(Cranton, 1994, p. 6).  This concept of Lisa’s fits Mezirow’s (1991) and Cranton’s (1994) 
concept of questioning one’s frames of reference and either reframing those frames based 
on personal transformation through a deep personal change in how the individual sees 
and understands life, or developing new frames of reference for seeing and understanding 
one’s reality.  
Lisa also mentioned earlier feelings of transformation that came to her in dreams 
and powerful feelings about the river, being the river, and being charged with the power 
of the river.  She recognized the river as a metaphor of herself at mid-life. 
“What does a river do?  It flows, ultimately conveying all that it carries to its very 
end, where it merges with the large body of water, whether a lake or an ocean.  What else 
does a river do?  It cuts through solid rock it changes levels, and can become a roaring 
maelstrom or a mild and quiet stream.  It has life. 
It seems as Lisa grows as both an artist and a human being, she struggles with the 
difficulty many of us are challenged with as we experience what Jung ([1954] 1991 pp. 
179-180) calls individuation and ultimately integration, the culmination of individuation.  
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As we near mid-life, we start to bring our formerly disparate parts of ourselves back to 
our center, and if we can hold our center, then we can make our own sense of the world.  
When Lisa reflects upon what is really important to her as a person, at this point in her 
life, she speaks quickly and with conviction.  “Well, I think it is being able to clarify my 
intentions, and so it’s a constant reflection, ‘Why am I doing what I’m doing?  Why am I 
having – why am doing this thing with that person?  What is that situation the way it is.’  
It is the same thing in my art.  “Why am I wanting to do the want thing and it’s not 
working?’  
Lisa’s discussion on rivers and lakes reveals why they are such an important 
metaphor for her, to express her individual journey, a journey that transcends time and 
place and may take Lisa to “clouds hidden, whereabouts unknown” (Watts, 1974, p. iix) 
in her inner journey of discovery.  Also, her understanding of archetypes, while basic, 
showed an incipient awareness of the connection of all humanity at an archetype level. 
Lisa tries to reconcile the opposing polarities of being a spouse, parent, teacher, 
and an artist.  I sense it will be hard for Lisa to go back to her former situation, since like 
Nora, in A Doll’s House (Ibsen, 1992), she has been transformed to a point, through her 
art.  If she is able somehow to reconcile these opposing polarities, she may be able to 
create space and time for her continued work with art, allowing the Muses to emerge 
through her.  Perhaps her journey through the layers of bedrock are her own inner journey 
through her mythic past, as well as her own working through her earlier life into the 
authenticity of mid-life and what it may bring as she comes into it.  Scary yes, and 
powerful, yet that is the way that it may come. 
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Terry also experienced somewhat of a epiphany at mid-life as he finally became 
aware of, and reconciled, his future path, one path promising security and a conventional 
lifestyle, the other leading to self-expression, possible greater self-knowledge and an 
opportunity to truly express himself artistically.  My sense is that Terry chose this path to 
travel at mid-life.  In his portrait he did reflect on the first half of his life, and made a 
conscious choice to live the second half of his life quite differently.  Through questioning 
and challenging his former frames of reference, Terry was able to recognize a choice that 
led largely to a divorce for not taking a financially remunerative job, instead following 
his artistic dream, a choice to leave the corporate world to help his father, and the choice 
to trust that he might reinvent himself during mid-life into a successful artist.  Knowing 
Terry personally has provided me with much insight into his life and what he gave up to 
follow his heart to art.  Where Lisa saw herself as the river, Terry saw himself as” Like a 
leaf entering the tornado funnel, yeah, I was drawn in.”  
Summary of transformative learning at mid-life. 
All of the participants seemed to have lived the first half of their lives’ with fulfilling 
responsibilities to family and significant others.  Alyce and Terry in particular, seemed to 
suffer from personal issues that may have helped them to develop an empathy and awareness 
of others that could have affected their predisposition for possible transformative learning.  
Lisa alludes after her third interview to “things not always having gone right” but reveals in 
her interviews that overall her life has been relatively serene or satisfactory to her; and even 
now she is personally grappling with some issues in terms of making sense of herself and 
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As James Hollis mentions:  
What does the world ask of me, and what resources can I muster to meet its 
demands?  But in the second half of life, the worm turns, the agenda shifts to 
reframing our personal experience in the larger order of things, and the questions 
change.  What does the soul ask of me?  What does it mean that I am here?  Who 
am I apart from my roles?  (Hollis, 2005, p 86.) 
 
Discussion 
Going back to my original question for this research, what was the experience like 
for those mid-life adults who may have experienced transformative learning through one 
of the arts?  I have studied my interview results and the written portraits of the 
participants and found many interesting linkages between the literature and the results.   
The major emergent themes, transformation through art, transformation at mid-life, 
creativity and imagination as sources, integration of arts and connection with nature all 
echo the literature in the sense of each participant having a connection with the literature 
through the emergent themes, yet all participants to some level experienced their own, 
unique connection.  For example, Alyce Frank, always in proximity to art from 18 years 
old through her current age, couldn’t connect to art and experience its imago effect until 
she found time for art in her life at mid-life.  She also concurrently experienced both 
transformation through art and also through a reflective process during her years, that 
provided, I believe, an opportunity for her to slow down, and now that her children were 
independent, and her husband had established his career and no longer required Alyce’s 
help, she needed to experience a liminal state between her old life of wife and mother, 
and her life as an incipient artist.  This could only come about through the reflection and 
grieving process that Alyce allowed herself, so that Muse could enter, and imago enter 
her soul. 
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 Lisa, also a wife and mother, wrote poetry for a while during the period when her 
children were young.  Once she started teaching, she still managed to write occasionally, 
however it was only when she negotiated a two-year sabbatical with her husband at mid-
life, was Lisa able to experiment with pastels and oil painting.  After dancing and writing 
poetry, painting may have attracted Lisa since her father had for years tried to paint, and 
perhaps she was going to succeed, where he had failed, and also, perhaps, she found 
painting challenging, and being a visual person, saw the connection between the concrete 
and abstract that it offered.  Art also provided, in Lisa’s mind, a fulfillment of a love of 
painting that she had always carried, and an excellent way to express her dreams, which 
were becoming very metaphorical for her and providing her with a rich archetypal 
material for which to work. 
 Again, transformation through art at mid-life may have come to Lisa, for some of 
the same reasons as Alyce, in the sense that they were now free of familial bonds and 
could express themselves in a new form.  
  Terry, too, after experiencing an emotionally scarring divorce, and the 
disorienting dilemma of leaving the corporate world of sales, security and status, for a 
new, uncertain life as an artist at mid-life brought him into the cross currents of 
transformation through art as well as transformation at mid-life.  Terry became intrigued 
with photography, a visual art, after his experience with the two young artists who came 
into his store, and a year later, Terry was engaged with art through photography.   
The literature of adult development, especially around any sort of transformation 
at mid-life, is largely based on Jung’s (1991) concept of individuation and integration at 
mid-life.  Hollis (1993), Hollis (2005), Dirkx (1997), Levinson (1978), and to some 
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extent, Friedan (1993) all see mid-life as a time when, if we have experienced a 
somewhat normal development, we can now see with depth and clarity over our first half 
of life, and become whole, through using our non-preferred on non-experienced gifts in 
seeing the world from a wider and deeper perspective.   
Hollis (1993) called the mid-life point of reflection and re-evaluation, the “middle 
passage.”  He saw the importance of the former self, dying so that the person 
experiencing the middle passage may become born again, into a new self, emerging from 
the old, like the mythological Phoenix.  Joseph Campbell (1988) speaks of this time as a 
stage of development that must be transcended at mid-life, “when we come to maturity.”  
This is so we can take our places as mature adults, self-authorizing and free of neurotic 
dependency.  This is a very similar process to what Mezirow & Associates (2000) call 
transformative learning.  So essentially, mid-life might present many of us with a 
transformative learning experience just by its nature.   
However, there are others, linear developmentalists and stage theorists, who see 
adult development in a linear perspective, or in a matter of separate stages.  Kalish 
(1982), a linear developmentalist, saw life as a continuum from birth to death.  Kegan 
(1994), who designed a constructive-developmental approach to adult growth, created 
five categories of consciousness where adults could ascent into higher categorical 
consciousness that “create a different habit of the mind.”    
Cohen (2000) who sees us as “creatures of habits” believes that we need new 
frames of references in which to picture ourselves growing.  He also sees the importance 
of integration of inner and outer life. 
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In the context of the adult development theorists, the participants of the study all 
shared a personal transformation at mid-life.  Before I interviewed the participants, I 
thought that perhaps they might all have experienced some sort of transformation at mid-
life that may have either engaged them with art, or thought that perhaps art itself was 
responsible for their transformation.  A review of the arts literature shows humans of all 
ages being transformed by art from children through old adults.  This transformation is 
not necessarily the same as transformative learning, so that it includes physical, mental, 
emotional, and spiritual healing through art.  Looking at the art literature in the context of 
transformative learning requires a careful comparison of transformation and 
transformative learning, as well as context, too.   
Dirkx (1997), Cranton (1997) and Lipson-Lawrence (2005a) all saw the 
connection between transformative learning and art/soul.  They, along with Hollis, 
(1993), (2000), Mezirow & Associates (2000), Cranton (2006), Kenny (2006), Arguelles 
(1984), Greene (1995), Malchiodi (2002), McNiff (1992), McConeghey (2003) and 
London (1989), all understand the co-valence bonding between the powerful molecules 
of art and transformation.  For transformation to work, the person experiencing art must 
become open to psyche, and allow her to enter his or her soul.  Art is often seen or 
thought of as a product, while creativity and imagination are the verbs that fuel art.  
Where do they come from?  The study participants found the power of creativity and 
imagination through other artists’ work, through evocating nature, and emerging 
unbidden from the imaginal, from the archetypal material manifesting from the collective 
unconscious, often in dreams.  In this study, it surprised me considerably that only one 
out of three participants felt, acknowledged it and used the power of dream in her work.  
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Lisa experienced it often and reflected upon her dreams, trying to understand them both 
for what she saw, and as metaphors for other themes. 
So then what was bringing about the mid-life transformation in the participants? 
Results from the interviews and other research materials resulting in the portraits 
revealed an interesting intertwining of mid-life transformation and transformation 
through art.  Which one came first?  I found it hard to say in some cases.  It was apparent 
that in the cases of Alyce Frank and Lisa Zawadzki both women were unable to even 
consider a life change or full engagement with the arts until: 
1. They reached a mid-life point where their familial obligations lessened 
2. They reached a mid-life point where they were able to reflect upon the 
first half of their lives, examine their frames of reference and develop new 
ones or modify their existing ones 
3. Due to their prior experience with art Lisa - (dance and poetry), Alyce- 
(assisting husband with editing and restoring Southwestern artifacts) they 
may have been touched by the Muses and thus engaged successfully with 
painting. 
For Terry, his similarities were the ending of his marriage at mid-life, the willful 
choice of taking the road of the Muses, and having the courage to pursue it, not knowing 
where it might come out.  Terry also experienced a liminal period, similar to Alyce’s, 
when he reflected on the first half of his life and chose a new course in his forties, then 
once committed, pursued his path with enthusiasm and tenacity.  My sense is that largely 
being at mid-life provided a time for reflection, and assessment of the first half of their 
lives, and art provided an impetus, or unconscious force that arose within them in various 
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ways to actually provide a portal to deep and sustained change, once they felt the creative 
and imaginal imagery, collectively below the surface and yet within themselves. 
Creativity as a Theme for Artistic Expression and Transformation 
Creativity permeates this entire work of research, both in the context of the 
literature reviewed and the essential theme uncovered in the portraits.  It provides 
a timeless lens through which to understand transformation and deep change 
through art . . .  Creative imagination is the only primordial phenomenon 
accessible to us, the real ground of the psyche, the only immediate reality. (Jung, 
1973, p. 60)  
 
Jung’s quote speaks to the work of Alyce Frank, Lisa Zadwadzki, and Terry 
Cavanaugh.  Alyce speaks of creativity through her first seeing a Van Gogh show in1950 
at the Chicago Art Institute.  The exuberant colors, thick wild strokes of pigment and 
bold design revealed what a painting could be.  Alyce sees art everywhere, “in every 
form; it’s just what man does that’s creative.”   
Malchiodi (2002), Dirkx (1997), Kenny (2006), McNiff (1992, 2004), Jung 
(1964), Hollis (2000), Gablik (1991), and McConeghey (2003) all emphasize the 
importance of creativity as a linkage to imagination and soul, as opposed to the linear and 
cognitive rational.  
 McConeghey speaks of how it is that we make art with Psyche’s help, thus 
making creating a soulful experience.  Art can lead us to and through transformative 
learning: “Imagination reverts outer perceptions to the primordial—or archetypal - 
images which are paradigmatic of human behavior . . . Therefore aesthetic perception is 
not merely a product of sense data even though it may produce visual configuration.  
Instead, it is the apprehension of the numinous in the things we see and experience” 
(McConeghey, 2003, p. 8).  “Art making is a way of ordering the self” speaks 
McConeghey (p. vi). 
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 All of the participants in the study at some time or other mentioned creativity in 
their interviews.  Evident in the narratives of all three participants were manifestations of 
creativity through both a feminine and masculine lens.  Jean Benedict Raffa (1994) 
distinguishes creativity:  “Creativity based on intuition, instinct, dreams, images and 
imagination” (p. 146).  She then identified the following qualities based on masculine 
principles:  “Creativity based on logic, thought, reason, theory and ideas” (Raffa, 1994, p. 
147). 
 All participants acknowledged intuition as a force in their creativity, while only 
Lisa felt great influence through her dreams.  Alyce, Lisa, and Terry, however, did deal 
with images and imagination in their work, whether seeing through nature, or the work of 
others.  Alyce saw herself somewhere between sensate and intuitive, while Lisa 
acknowledged her thoughts about art having a theoretical core. 
 For the imaginal, all artists once again felt the influence of the Muses through 
deep connections to archetypal material, whether through dreams, Benedict Raffa (1994) 
and Dirkx (1997).  The literature review contained numerous references to archetypal 
energies as revealed through Jung (1964), Kenny (2006), and Singer (1998).  All of the 
study participants seemed to have been influenced through archetypal energy.  Ultimately 
some of the manifest archetypal energy was revealed in the art-work created by the 
participants. 
Deep Connection and Resonance With Nature 
 Nature emerged as a powerful influence on all three participants, and 
interestingly, all three experienced a very deep, spiritual, yet visceral connection to the 
land, to flora and fauna of where they lived and where they traveled.  Kenny (2006), 
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Gadamer (1992) and Abram (1996) speak to us about nature as an essential part of 
phenomenology, as well as part of our wellspring. 
Alyce, once a young athlete and at home in the out of doors, now paints outside 
almost all of the time, and occasionally swims in the cool streams when the summer sun 
blazes down across her beloved Northern New Mexican landscape.  Lisa, connected to 
her land throughout her life, and grieving over the loss of wilderness and her perceived 
overpopulation of her personal New Mexico, feels a sense of great loss, and yet a sense of 
personal powerful connection through her metaphorical Rio Grande gorge, and the vast 
expanse of open land, high desert and mountains.  Terry resonated with the rich greens of 
the Smoky Mountains, the Ohio Appalachian hills, and the stark contrasts of Utah. 
All of the participants found inspiration in nature, as well as other artists, yet all 
were energized by nature, perhaps from the archetypal energies of nature, too.  Lisa and 
Terry mentioned they found nature therapeutic, while Alyce didn’t directly verbalize 
those thoughts, I could intuit from my visit with her and writing exchanges, that she, too, 
felt the healing powers of being out and part of, this vast and powerful planetary system.  
My sense from the beginning of this research was that nature might be an inspiration for 
one of two of the participants, but it was surprising to understand the strong connection 
all of the participants found with nature; yet understandable after coming to understand 
them. 
Another area of surprise was both the multi-arts experimentation before the artists 
chose and stayed with their preferred medium.  For Alyce, trying ceramics and then 
music allowed her to experiment with two art forms for which she believed she was not 
suited.  Finally, she found painting and said in her interview: “then I tried painting, and it 
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went right away!  It was a success from the start – it was easy the technique was easy you 
know, doing it wasn’t so easy.”  Lisa tried dancing as a child, loved it, and danced 
continually into her early adult years, expressing herself through movement, then left 
dance for poetry as she became a mother and teacher.  Now, at mid-life, she too, has 
found her expressive form through painting.  Terry, having been a musician for the first 
half of his life, left music for photography and has dedicated the second half of his life to 
photography.   
A review of the literature spoke to the transforming power of art (Allen, 1995;  
Arguelles, 1975; McNiff, 1992, 2004; Malchiodi, 2002, 1984) yet none discussed how 
often artists may experiment with one media, to move to another, either for a greater 
resonance with, or as a means to expand their skill base.  Many artists do indeed work in 
different media, or may start in one and move to another but as a topic, it doesn’t appear 
to be well researched or published. 
While two of the participants, painters, were women, who lived in the American 
Southwest, and the other, a man, who was a photographer, and lived in the mid-west, all 
three participants shared in a powerful transformation through art at mid-life, all three felt 
a strong, sometimes ineffable connection to nature, and all three experimented with other 
art forms before finding their chosen medium of expression at mid-life.  Also, all 
participants revealed inspiration from both the numinous, archetypal, imaginal world, as 
well as the sensate world of our physical surroundings and being, thus integrating the 
feminine and the masculine.  Also, all participants revealed a certain amount of 
resiliency, especially Alyce Frank and Terry Cavanaugh, in surviving many very difficult 
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personal challenges in being able to take care of some of their life issues before freeing 
themselves for becoming open to the Muses.   
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Chapter Six 
Transformative learning provides a means for deep internal and sustained change, 
thus equipping one with a possible new inner capacity that might affect outward behavior 
and subsequent action.  This dissertation is about discovering art as a transformative 
learning process at mid-life.  It is about deep change, a word I hesitate to use, since 
transformative learning is so much more than just simple change; even deep change.  It 
may start with a learner asking such questions as: 
What do I believe?  How have I come to hold this belief?  Why is it important?   
In order to stimulate and support learner reflection, the educator should understand 
different types of reflection and know how they relate to different types of learning.  
(Cranton, 1994, p. 43)   
 
Many studies (Cranton, 1994; and Dirkx, 1997; Mezirow, 1991, 2000) have 
shown transformative learning to result in permanent change in how one sees the world, 
in how they may struggle to make sense to make meaning in a new way of seeing the 
world.  This largely comes about from becoming aware of one’s frames of meaning 
acquired primarily during childhood through family, religious and social institutions and 
then critically examining those frames of references and reflecting upon them.  
Mezirow’s approach is captured in a dialogue with John Dirkx facilitated by Patricia 
Cranton in the Journal of Transformative Education, Vol. 4 No. 2 April 2006.   
My take on this is that it is important to recognize and understand how learning is 
shaped by outside awareness, but the essential dimension of any definition of 
transformative learning – especially for adult educators – must include explicit 
recognition of the foundational process, within awareness, involving critical 
assessment of epistemic assumptions.  (Cranton, 2006, p. 125) 
 
Other ways of defining transformative learning theory, especially in the context of 
this study, include an approach suggested by John Dirkx, and refined over twenty years, 
is a way of seeing transformative learning as: 
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A focus on the nature of the self, the various ways we have come to think about 
the self, our senses of identity, our subjectivity.  I have come to refer to this view 
of transformative learning as soul work or inner work (Dirkx, 1997).  This view 
suggests a more integrated and holistic understanding of subjectivity, one that 
reflects the intellectual, emotional, moral and spiritual dimensions of our being in 
the world.  (Cranton, 2004, p. 125)  
 
Dirkx focus integrates both the outer and inner worlds of human beings, working towards 
deep learning that may lead us towards a union of subjective experience that is human 
and archetypal.  Dirkx recognizes the importance of shadow, of dreams, archetypes, and 
symbols in our understanding of transformative learning.  Dirkx differentiates his world 
from that of other transformative learning scholars by describing how he sees his part of 
the community as different from the others: 
The “I” of which I speak here mediates between this inner community and the 
outer world.  It is conscious of both worlds, although not so conscious of the inner 
community.  But it senses that it is there.  At times, I feel its presence in powerful 
ways, but other times, its presence seems shrouded in a veil of fog, a kind of 
opaqueness that stubbornly concealed the source of the voices that pierce the dark 
surround of this inner world, like a powerful dream that lingers on waking, its 
story line, characters and images just beyond our conscious grasp.  Voices from 
this inner world continuously nag me with questions about the meaning of my 
life, of the work that I do, of relationships.  It calls into question my authenticity, 
my integrity, at times my very sense of who I think I am.  (Cranton, 2006,  
pp. 126-127)  
 
Finally, it is through Dirkx’s sense of transformative learning revealed through 
the inner world where he is inspired by Hockley (2001) in a dialogue with Jack Mezirow, 
facilitated by Patricia Cranton, in 2006: Dirkx notes “This (inner world) reveals its 
presence through art, poetry, music, theater, and film.”  
Dirkx has a deep sense of wanting to bring together the depth of inner 
understanding with honoring and authenticating our outer lives so that we might live that 
greater life of which we are capable of through once we have truly engaged with deep 
and inner transformative learning.  This is one of the deep wellsprings of my approach, 
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the primary one, in establishing a root system for transformative learning that may 
emerge from the archetype and symbolic world found in what Jung called the collective 
unconscious.  This is, I believe, the source for most of art based transformative learning.  
From what I have learned from both the literature review and later, my work that I have 
done in the iterative process of interviewing and constructing the portraits, mid-life is a 
particularly important time to reassesses our lives and in the context of Jungian 
psychology, recognize that it may offer us an opportunity to engage in deep 
transformative learning.  From the experiences of Alyce Frank, Lisa Zadwadzki, and 
Terry Cavanaugh, we can understand how they came to understand their own 
transformative learning through art at mid-life.     
Artists as Change Agents 
Much of the research literature review as well as findings from the emergent 
themes extracted from the portraits developed from the interviews with the research 
participants revealed support for artists as change agents.  While the literature provided 
an overall greater general support for art as a means of deep transformation, the 
participants saw themselves as change agents on somewhat limited roles, although Alyce 
Frank, Northern New Mexican painter and founder of the contemporary southwestern 
landscape genre, believes that artists, like anyone else, as a group, consist of change 
agents, leaders, followers and those who wish to be left alone to pursue their own work in 
quiet.  Alyce has inspired a following of others who have emulated her style to some 
degree, while Lisa Zadwadzki, an Albuquerque painter, works relatively independently 
and doesn’t see herself so much of a change agent of others at this time in her life, as 
much as a person experiencing great change within herself. 
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Terry Cavanaugh, Dayton, Ohio photographer, saw, as did both Alyce and Lisa, 
great change within himself.  He also saw over time, his influence to effect change upon 
others as chronicled in the emergent themes section in Emergent Themes from the 
Portraits and Discussions.  
Artists as Change Agents Through Indirect Leadership 
During the literature review and interview process occasional references to 
leadership within the arts arose.  I have included this section for those who may wish to 
create future studies from what has been included here relevant from the study regarding 
artists as change agents and indirect leadership and the arts. 
While there are numerous approaches to leadership, or the work of change agents, 
some of the primary categories include what is known as direct and indirect.  These are 
terms first identified by Howard Gardner (1996).  Direct leaders may have position 
power, be extremely visible, and march forward with the minions following.  Gardner 
tells us that most leaders are direct, that is, “they address their public face-to-face” (1996, 
p. ix).  Indirect leaders, conversely, work quietly in the background and generally through 
influence as a means of getting things done.  Gardner describes this phenomenon: “In this 
variety of leading, individuals exert impact through the works they create” (Gardner, 
1996, p. ix).  Artists are more often known for this latter form of leadership, due to their 
focus with their creative work, which may be inspired by justice, themes of life, or social 
issue.  
Often, artists work indirectly, due to introversion, focus on artistic process, and 
emergent products rather than directly, as many organizational members may do, due to 
their organizational place within a hierarchy or responsibility with an organization.  
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When Terry Cavanaugh, Dayton photographer, sits under trees in a deep forest with his 
students who have never experienced anything like this, even in their late thirties, and 
they thank him profusely later, for what to them was a spiritual experience, Terry knows 
that they “got it.”  Just as Alyce was profoundly affected by a Van Gogh show she 
attended while a young student she attended in 1950 at the University of Chicago, his 
sense of color and composition may have germinated within Alyce and later blossomed 
into the brilliant colors and compositions that she now creates of northern New Mexico! 
While not the focus of this research, the area of artists as change agent integrated with 
social change might certainly serve as a horizon expanding study for the future, 
especially when viewed through the lens of leadership.   
As a research methodology, portraiture uses story, creating a word portrait of the 
person or organization being researched.  Portraiture can be a highly effective qualitative 
means to study people within leadership roles or organizations that are performing well, 
and thus work towards understanding what is behind those successful organizations.  
Portraiture provides a way of illuminating a person or an organization, a means for 
listening for a story (Lawrence-Lightfoot & Hoffman Davis, 1997, p. 12) as opposed to 
listening to a story.  Through portraiture, good leaders, good leadership, and ways of 
dealing with change, organizational, societal, and personal may be discovered. 
Leadership theorist James McGregor Burns calls for “a hunger for compelling and 
creative leadership” (Burns, 1978, p. 1).  One of the ways to compelling and creative 
leadership is through what Kouzes and Posner call “Imagery: Pictures of the Future” 
(1995).  In their book, The Leadership Challenge, they note that: “senior leaders spend 
time only 3% of their time visioning or performing long range strategic planning” (p. 
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100).  The authors also speak to how when we think of future issues we think in visual 
references.   
So what does this mean for leaders?  It means that to envision the future, we must 
be able to draw upon that very natural mental process of creating images.  When 
we invent the future, we need to get a mental picture of what things will be like 
long before we begin the journey.  Images are our windows on the world of 
tomorrow.  When talking about going places that we’ve never been-whether to the 
top of an unclimbed mountain or to the pinnacle of an entirely new industry-we 
imagine [sic] what they’d look like.  We picture the possibilities.  Those who are 
more auditory [sic] by nature talk about a “calling.” (Kouzes & Posner, 1995, p. 
102.).   
 
Finally, Kouzes & Posner (1995) bring intuition into leadership.  “Intuition is the 
wellspring of vision…these processes seem to be more relational and holistic than 
ordered and sequential, and more intuitive than intellectual; they seem to be most 
characteristic of right-hemispheric activity” (p. 104). 
 So from a general perspective of leaders needs, both creativity through imagining 
and intuiting through our subconscious processes, where we connect with symbols and 
archetypes, may provide us with powerful material for developing effective visions for 
organizations. 
 Shaun McNiff, in Creating with Others, discusses how most people imagine 
creativity an imaginal realm limited to very few, “gifted” people.  He describes how often 
our creativity emerges and works best, in a group setting, in collaboration with others.  A 
certain energy is created when a group works towards solving a task or developing a new 
item.  “From the perspective of these aesthetic reflections, the challenges, give and take 
with others, and even the unpleasant memories are necessary to the ultimate completion 
of the project.  We realize there was a general sense of purpose to whatever presented 
itself at a particular moment” (McNiff, 2003, p. 4).  McNiff speaks about the difficult 
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challenge of leadership in the context of leading change when he states: “The leader who 
wishes to maximize creativity within a group or organization will be constantly tested by 
the delicate task of maintaining a balance between restraint and free expression” (McNiff, 
2003, p. 194).  McNiff also reminds us:  
The tools of the authoritarian commands and directives, useful in dealing with 
many life situations, simply do not apply to the cultivation of the creative 
imagination.  Creative groups and communities are formed by what their 
members do on an ongoing basis.  Leaders establish priorities and then work with 
their communities to realize them.  (p. 196)   
 
McNiff also echoes the Tao 17 in his work as an indirect leader (2003, p. 196). 
Tao 17 
The very highest is barely known by men. 
 Then comes that which they know and love, 
Then that which is feared, 
Then that which is despised. 
 
He who does not trust enough will not be trusted. 
 
When actions are performed 
Without unnecessary speech, 
People say, “We did it!”  
 
Lao Tzu, (trans. English, Feng & English, 1972, p. 40) 
 
The ancient Chinese Tao Te Ching, by Lao Tzu, revealed in the Tao Seventeen that when 
people find a leader who does good for them they love him or her.  When they experience 
a leader who does fearful and wrong things, then that leader is despised.  However a truly 
great leader works so indirectly that the people never realized they had a leader and 
appreciate what they themselves accomplished. 
 Robert E. Quinn, of the University of Michigan notes in his Change the World, 
(2000), that we often expect others to change in accord with our wishes, yet don’t see the 
need for ourselves to change as well.  It becomes a transactional sort objectification.   
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The normal executive sees the work-force as a collection of transactional objects 
obligated to do his or her will.  The change agent ceases to see the change targets 
as human beings with feelings and the capacity for choice.  Because I see them 
from the perspective of an expert or authority figure, I forget to empathize.  
(Quinn, 2000, p. 200) 
 
Quinn (2000) notes that in many organizations “people are drive by fear, 
including fear of loss of control, loss of resources, loss of status, failure, rejection, and 
humiliation.  We also fear our own potential and the possibility that we are compromising 
that potential for rewards of lesser value”  (Quinn, 2000, p. 234). 
Quinn (2000) reminds us that real leadership means internal change within us 
first, learning to respect and value others, to develop deep loyalty, real ethics, and true 
respect for the other.  Ultimately, Quinn believes in a respect for the common good, and 
thinks that one of the critical items for good leadership is a respect by all leaders for the 
common good.  Overall, many studies reveal that artists and business people see 
leadership differently, both in what constitutes leadership, and what makes the practice of 
leadership.  Being an artist and business-person for many years myself, I am quite aware 
of the differences.  Many of the artists tend towards introversion and may work on inner 
change, while many of the business people I have known are either introverted or 
extroverted but seemingly more focused on their outer persona and how others see them 
than their authentic selves.  I suspect some of this may lie at the root of distrust between 
organizational members, whether business or political. 
Dirkx speaks of the imaginal and its relevance in today’s society and culture as a 
means to herald a new era of life.  “It (the way of mythos) is a view of learning through 
soul, an idea centuries old reemerging in this age of information, giving voice in a deep 
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and powerful way to imaginative and poetic expressions of self and the world” (Dirkx, 
1997, p. 80).   
Arguelles posits: “A ‘final’ age is also an age of transformation: its guiding lights 
are the heretics and visionaries who, seizing the opportunity, maintain a middle ground 
between futile revolution and blind materialism” (Arguelles, 1975, p. 15).  Arguelles sees 
this balance as a “dialogue” between the two hemispheres of the brain, the right and the 
left.  Some of the difficulties found today with artists who are working in business or for 
profit organizations comes back to the adaptation of the artist trying to fit our social mold 
of the left hemisphere, that of logos, sequential thinking, rational thought and financial 
management.  Arguelles warns us: “as the culture develops along profit making lines that 
stress novelty, gadgetry, and innovation for the sake of innovation, the artist consciously 
or unconsciously is swept along.  But because of inherent social bias, even adopting these 
values brings him no assurance of success” (Arguelles, 1975, p. 16). 
It is only through a consciously focused integration of both brain hemispheres can 
all of humanity achieve balance and stability with the creative forces still at work. 
In an excerpt from her book, Leadership Can be Taught, provided through the 
Harvard Business School’s Working Knowledge series, Sharon D. Parks (2005) discusses 
the attributes of artists that we need to cultivate within organizational members.  She sees 
a need to manage the polarities of affirmation and resistance, the ability to work on the 
edge, and to work with interdependence with the medium, by working “within a set of 
relationships that they cannot fully control” (Parks, 2005, p. 1).  Parks makes an analogy 
from the mediums that the artists work with, to the human relationships within the 
organization that organizational members must work.  As artists adapt to their medium, 
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so must leaders adapt to people and situations.  Daloz suggests the use of imagination, 
dress rehearsal, and practice, just as an artist practices.  
 In the context of this study, the participants were all engaged in practicing their 
own art, by themselves.  Two of the participants occasionally taught, Lisa Zawadski, and 
Terry Cavanaugh, and they exemplified an indirect style of leadership in encouraging and 
coaching their students, whether they were adults or children.   
 Alyce worked occasionally with a friend, in collaboration, and had a gallery with 
which to work to market her art.  None of the participants were members of formal 
organizations where they had leadership responsibility on a daily basis, although Terry 
Cavanaugh belonged to a number of photo clubs, and he held a few leadership positions 
in the context of providing education or leading field trips.  Terry did, however, work for 
a number of years as a photography instructor for an adult continuing educational 
program and as the photography instructor for the Cincinnati Nature Center.  In his 
teaching roles, Terry did have to assume direct leadership for his students, and looked 
forward to partnering with his friend, Mary, when they team-taught.  Terry’s leadership 
style is very collaborative and encouraging, building his students up through suggestions, 
reflections on their work, and positive feedback to them about their work.  Lisa Zawadzki 
also belonged to a few painter groups, but saw herself as a junior member, not someone 
in a leadership role. 
 One time all of the participants worked within traditional organizations.  Once 
Alyce and her husband owned their own film production company and later a 
Southwestern artifact and art business.  Lisa worked as a grade school teacher within the 
Albuquerque public school system and Terry Cavanaugh sold chemicals and office 
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supplies before managing his father’s store.  Yet all left their organizational lives behind 
to engage with the arts on a one on one level and have chosen, for now, to dedicate 
themselves to the work they are doing.  
 The participants of this study had differing views not only of how they saw 
themselves as leaders, but also how they saw artists as leaders.  Alyce Frank, New 
Mexican painter, saw her leadership in the form of being the avatar of contemporary 
landscape painting, a unique form that many other painters have emulated.  Alyce 
commented that while she created a new genre that has influenced other artists, there is 
no organizational context for her work, nor implication for social change, since she 
doesn’t see landscape as making a big statement about political issues.  Well it depends 
on what kind of art you’re after.  I think that’s the key.  If you’re after social questions 
and make your art pertinent to social questions, then you’re trying to lead, but if you’re 
doing landscape that doesn’t have a lot of social imagery with it, you know? 
She also believes that some artists, like people from other callings, are gifted with 
qualities that bring them to leadership while many others focus on their creative work.  
She did note that some artists do come to leadership through fame and being asked to 
take a leadership role by other leaders.    
Interestingly, Patricia Saraniero calls for arts organizations to recruit teaching and 
practicing artists to work within arts organizations, to provide leadership from the 
communities. 
“Many of these artists are more intimately involved with the school, senior center, 
or community center where they teach than with the organization that employees them” 
(Saraniero, 2004 p. 177).  She notes that teaching artists can bring “four key qualities to 
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an arts institution that few others can.  They are Teaching artists hear the authentic voices 
of the community.  Teaching artists are living, breathing interpreters of the arts 
organizations aesthetic.  Teaching artists facilitate learning and problem-solving, and 
teaching artists work to see others succeed” (Saraniero, 2004, pp. 177-178). 
 Lisa Zawadzki believes that artists tend to be doers, not leaders.  She also notes:  
“I've been in a few small groups.  When the goal is clear and we can all buy into it we 
work well together.  These groups tend to resist having 'leaders' anyway.  No one wants 
to follow----after all, we are all doing our own thing, we just want to communicate that.  
For people who really want to sell---they go off on their own.  Then if you are talking 
about leaders in a type of approach---because I'm in little 'ol Albuquerque, I have no one 
to follow but my teacher, and even she knows that by and by everyone of her students 
will want to go their own way.” 
 While Terry Cavanaugh sees leaders within art practicing leadership through 
teaching, mentoring, and coaching, using influence skills to motivate, Lisa Zawadzki sees 
artists creating, not motivating.  Alyce believes that one of the hurdles for many artists is 
being able to throw off the enculturation of our dominant left-brain world of the West 
where everything is about measurement, efficiency, control, and uniformity.  Alyce says: 
“Now I think that’s the way we’re trained, is the way you just described, that’s the way 
we’re trained, then artists break out of that if they can.  Some do and some don’t, you 
know.” 
 Jose Arguelles and other scholars intuit the connection between art and science.  
An artist friend wrote about her experience and knowledge of artists and their role in 
leadership and change. 
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Marcia Anne Clasgens, Southwest artist and Chinese scholar notes:  
In Art and Physics by Leonard Schlain, he presents his thesis that developments in 
art portended developments in physics; he illustrates this by way of an historical 
analysis. Of course, the true or authentic artists would be both leader and change 
maker; but where in a society that is driven by financial considerations can one 
find that?   
That makes me think of another interesting book The Painted Word by 
Tom Wolfe --- how artists kowtow to the monied.  When I think of artists as 
leaders and change makers I think of how art arises out of an epoch.  The artist 
'feels' the times and reacts according to his vision.  That vision becomes tempered 
by the courage of the individual.  This involves the concept of freedom artistic 
freedom.  M.A. Clasgens, 2007 (personal communication, 08/19/07). 
 
True artists are radicals.  Radical because to express oneself truly through a 
creative medium involves baring one's soul, one's very essence to the world at 
large.  That is very frightening.  M.A. Clasgens, (personal communication, 
September 8, 2007) 
 
Summary of Artists as Leader 
 In Summary, my sense as an artist, researcher, and leader that many artists, due to 
their possible right brain dominance, tend to be comfortable dealing with ambiguity, fluid 
boundaries, and managing often non resolvable polarities.  These qualities, along with 
vision, introspection and an ability to see and communicate visually or through sound, 
may provide us with attributes or qualities that could be shared with formal 
organizational leaders, to help them in developing a deepening awareness of themselves 
and of the context in which they lead.  
Implications for Further Research 
 
This qualitative study has provided three narrative portraits of three artists who 
became intimately involved with art at mid-life.  While it has provided what I consider 
some important and revealing information about how three individuals discovered art and 
mid-life and what changes it has meant to them, I would be interested in seeing a study 
using musicians, sculptors and other artists to discover if there are any differences due to 
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media by the adults at mid-life.  I would be most interested in seeing future studies of 
artists or adults who engaged with art at mid-life and seeing what resulting major themes 
might emerge.  Portraiture methodology would seem to be an especially interesting 
methodology for this type of ethnographic work. 
 Looking at the focal point of where the three lens of mid-life development, 
transformative learning and transformation through art, I see a way that can lead many 
adults at mid-life from the mundane, from the crowd, to a new awareness and 
appreciation for their inner self; their authentic self.  To combine at middle age, our 
reflection and meditation on who we are, with the thoughts of where we might go next, 
and who we can grow into being, is an elixir for our souls and a door to new perceptions 
through transformative learning.  There are many portals that will take us on a 
transformative learning journey.  However the one chosen in this study is the one 
provided by the Muses.  Unlike the Magic Theater in Steppenwolf (Hesse, 1963), where 
Harry saw a sign composed of letters “so fleeting, so fitful, and illegible” (p. 32) and 
finally made out the sign to read, “Magic Theater Entrance Not for Everybody” (p. 32) 
lastly seeing the colored letters reflected back at him saying, “For Madman Only” (p. 32), 
this portal requires a tryst with art through creativity and imagination.  For in the very last 
pages of Steppenwolf poor Harry Haller, even though he has had some success in 
understanding his feminine side and experiencing his anima, still as the terrible inner 
battle between masculine and feminine going on in his own inner magic theater!  Perhaps 
through art and working with his new art and musician friends he might reconcile these 
forces so that he can finally individuate and integrate at mid-life. 
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medium involves baring one's soul, one's very essence to the world at large.  That is very 
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Appendix A: Solicitation Letter of Interest in Study 
 
A Study on Mid-Life Adults Experiencing Transformative Learning Through the Arts 
 
 
by Scott Wallace, Ph.D. student, Antioch University 
 
Transformative Learning is deep learning where we step back and question what 
we know, we begin to see that there is more to our world than we imagined, and we may 
start to question some of our beliefs that we have always held.  Often, it may be divorce, 
job loss, sickness or loss of a loved one that pushes us out of our comfort zone and makes 
us find new ways to make meaning through reflecting on things, through experiencing 
these fundamental changes, and looking at ourselves and our world in a new light.   
Once we leave high school or college, we tend to stick with a certain way of 
seeing the world and develop attitudes and stereotypes that help us to get through our 
lives.  Unfortunately, when we do this, we start to narrow the way we see our world, and 
unless we can experience some form of what is known as transformative learning, we 
may lose or never develop a transformative learning experience that provides us with a 
new framing of how we see the world.  This exposes us to asking, “how we know what 
we know.”  It also helps us with being more open to looking at new and different ways of 
seeing things. 
I am particularly interested in women and men who experience a life change 
through the arts at mid-life.  Many of us find ourselves through art and either return to 
something we once knew, but put away due to childrearing, family, or work, and now, at 
mid-life, reconnect with it as a way to make meaning in our lives.  Others of us may have 
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never explored or discovered art, yet due to a night class or encouragement of a friend or 
family member, suddenly find ourselves drawn to art (including sculpture, painting, 
drawing, pottery, stained glass, music, drama or dance).  As we make new meaning out of 
our lives through art we may look at our world differently, and feel a new way of 
knowing! 
If you would be interested in participating in this study, I would welcome an 




Scott Wallace, student Antioch University, Ph.D. in Leadership and Change Program  
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Appendix B: Participant Informed Consent 
 




You have been asked to participate in a research study conducted by William 
Scott Wallace, a doctoral candidate in the Leadership and Change program at Antioch 
University, Yellow Springs, Ohio. 
 
This research involves the study of lived experience, in particular, the experience 
of mid-life adults, or older adults, who may have experienced transformative learning 
through the arts, at mid-life.  The arts include visual arts, such as painting, drawing, 
stained glass making and photography, as well as sculpture, pottery, weaving, 
performance including dance, theater and improvisation, music and poetry/story.  The 
study will focus on the stories of three to four participants, who are all over the age of 32. 
 
The study involves, at a minimum, one conversational interview which will be 
arranged at your convenience, and which is expected to last up to two hours, at least.  The 
conversation will be taped, either video and audio, or both.  I will also take photographs 
(mostly black and white) of you, as a portrait, or in the context of your work.  Once the 
interview has been completed, it will be transcribed, and I will share a copy of the 
transcription with you for your review.  The total time involved in conversational 
interviews and follow-up should be no more than two hours to three hours.  If there are 
any follow-up questions, a second and final interview, with your approval, will be 
scheduled following the same process.  Initial question will be: “What led you to art?” 
 
Your name will be kept confidential, unless and only if you give your express 
permission for me to use your name in my report.  You will also have an opportunity to 
remove any quotations from the transcribed interview.  In addition, the tapes and all 
related research materials including the Informed Consent Forms will be kept in a secure 
file cabinet and destroyed after the completion of my study.  The results from these 
interviews will be incorporated into my doctoral dissertation, and possibly, later, a book. 
 
I hope through this interview that you may develop a greater personal awareness 
of your own experience and possible transformation as a result of your participation in 
this research.  The risks to you are considered minimal.  Also, you may withdraw from 
this study at any time (either during or after the interview) without negative 
consequences.  Should you withdraw, the data will be eliminated from the study. 
 
There is no financial remuneration for participating in this study. 
  








If you any questions about any aspect of this study, or your involvement, please 
contact: 
 
Dr. Carolyn Kenny, Ph.D. 
Professor of Human Development and Indigenous Studies 
Ph.D. in Leadership & Change 
150 E. South College 




 Two copies of this informed consent form have been provided.  Please 
sign both, indicating that you have read, understood and agreed to participate in this 















Name of participant (please print) 
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Appendix C: Interview Questions 
Open Ended Questions Used in the Portraiture Interviews 
(Note: the listed questions were asked of all interviewees.  As conversation unfolded, 
additional comments were asked of participants to gain deeper or additional insight or 
clarification of conversational items.) 
1. What led you to art?  (When did you first get involved with art?) 
2. What does art mean for you?  How has that changed over your lifetime? 
3. Where do your insights from art come from? 
4. As a child, how did you see the world? 
5. What is your current world-view like compared to when you were a teen-ager 
or young adult? 
6. What do you think led to your change in view?  (If you did experience a 
change). 
7. What people or events do you feel most influenced your life and how did they 
do so? 
8. How would you define transformation? 
9. What sort of transformation have you experienced in your life? 
10. What do you think led to these transformations? 
11. What is your experience of life at mid-life like?  How is it different from 
earlier years? 
12. What type of learning experiences do you feel may have helped you to have a 
deeper understanding of yourself? 
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13. When did you make a major life change and what do you feel caused you to 
make this change? 
14. At this point in your life, what is really important to you as a person? 
15. What connection do you see between heart and art? 
16. How do you see yourself as an artist and a leader? 
17. How do you see artists as leaders? 
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